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FOREWORD 


Any form of art is appealing due to the aesthetic 
delight it evokes. Literature being the queen of arts evokes 
the aesthetic delight in human beings to a higher degree and 
also guides them to a better and more purposeful life. The 
rasa theory formulated by Anandavardhana in his work 


Dhvanyáloka though related to poetry and drama is applicable 
to all the fine arts. 


According to the writers on Indian Poetics, the sole 
aim of a k@vya — poetry, prose, or drama is rasa which is of 
nine kinds and Šrñgara is one among them. And Srigara is of 
two kinds Sambhoga-Srngara, and Vipralambha-Sragara. These 
two kinds differ from one and another as follows: when the 
lover (nayaka) or the beloved (nayika) has the mental state of 
the form “1 am united with my lover or the beloved", then 
this mental state would develop itself to sambhoga-$rngara- 
rasa. On the other hand, if the lover or the beloved has the 
mental state of the form “J am separated from my lover or 
the beloved”, then this mental state would develop itself into 
Vipralambha-$rngara. This Vipralambha or separation between 
the náyaka and the nayika may be caused by five factors. 
Dr C. Murugan, in the present work being his doctoral 
research discusses in Seven well-defined Chapters the theory 
of Rasa and the various factors that govern the concept of 
Vipralambha-Srigara-rasa in Sanskrit dramas. 
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The discussions are scholarly and well presented. The 
numerous passages from original works reproduced at the 
back of the work support the argument of the work at every 
stage and reveal the author's skill in documentation. 


The work is characterized by meticulous scholarship, critical 
acumen and breadth of appreciation. The style is clear and 
lucid. It is an important work in English on Indian Poetics. 
He has rightly observed as follows: 


...by describing emotional situations in life, the great 
poets lead us to the edge of the infinite and let us 
for the moment gaze into that. The responsive 
reader or a spectator first becomes attuned to the 
emotional situation portrayed in a poem or a 
drama, and is then absorbed in its portrayal. This 
absorption results in the aesthetic rapture of rasa. 
In this respect, the contribution of the great poets 
to the culture of our land is abiding and monu- 
mental. 


This observation is so decisively and significantly relevant to 
the understanding of what has been discussed in the book. 


I congratulate Dr C. Murugan, on this welcome and 
valuable addition to literary theory. 


I also congratulate the Director and the staff of the 
Publications Division on bringing out this work pretty well. 


Date : 24.03.2011 (Col. Dr Q. Thiruvasagam) 


Chennai - 600 005. ee _ — — 
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GENERAL INTRODUCTION 


The Sanskrit word for Poetry is kavya, i.e., the work of a 
kavi. The word kavi means an omniscient being (kranta- 
darái), who's skill consists not in identifying the essential 
features of the world—the Creation of God and in portraying 
them precisely as they are, but rather In creating a new 
situation for our contemplation—the new situation which 
is superior to Nature. Mammata in his Kavya-prakasa which 
is one of the classical works on Sanskrit poetics contrasts 


the poet with the Creator thus: 


Goddess Sarasvati shines forth in a surpassing 
manner by revealing her exalted form in the 
work of a poet—the work wherein the subject- 
matter is not conditioned by the inexorable 
laws of nature, which provides ecstatic felicity, 
pure and simple, which does not depend upon ` 
anything extraneous for its fulfilment, and 
which is extremely gratifying by delineating nine 


rasas.! 
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In the vrtti on the above karika, Mammata states that the 
work of a poet unfolds a creation which is not fettered by 
the rules of Nature; it is comprised of joy alone and is 
charming on account of presentation of nine rasas. These 
characteristic features of the work of a poet show its 


superiority over that of the supreme Creator, God. 


Having thus outlined the sublime nature of the work 
of a poet, Mammata sets forth the benefits that accrue from 
a kavya. The composition of a kavya, he says, would bring 
forth widespread renown to the poet, and would enable 
him to get money and other support from a wealthy patron 
of arts. Further, it would make the responsive reader 
acquainted with formal rules of conduct and behaviour in 
society; it would bring about the removal of illness of the 
body and mind and would instantaneously give forth 
supreme delectation or aesthetic delight and would offer 


wise counsel like a loving wife. 


From the above, it emerges that a kavya, possesses 
a double aim—the direct one of giving aesthetic delight 
(sadyah paranirvrtih) and the indirect one of enabling one 
to acquire material comforts and some lesson or criticism 
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of life. But it is only the former, i.e, aesthetic delight that 
is of immediate value for the reader or a spectator of 


a kavya. 


According to the general Indian theory, there are two 
types of kavya, one dealing with objects of external nature 
and the other with emotional situations in life. The former 
one may be characterized as “Nature-poetry” and the latter 
as “Soul-poetry””” The experience that results from the study 
of *Nature-poetry" is detached joy as there is total 
absorption in the objective factor by forgetting the subjective 
one. But the case is entirely different in the case of ““Soul- 
poetry". The central feature of the situation that is to be 
portrayed herein is an emotion or feeling. And, no emotion 
can directly be communicated. The poet can only suggest 
it to the reader by delineating its causes and consequences. 
The content of “Nature—poetry” such as natural scenery 
too may be suggested (vyarigya), but they are at the same 
time expressible and so vacya too. Emotions, however, can 
only be suggested and cannot be expressed. The poet, 
therefore, has to adopt an indirect method in dealing with 


emotional moods. And this method is known as dhvani, 


2 
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and the kavya too which is characterized by it is designated 
by the same term. The poet may indirectly suggest a fact 
(vastu) or an imaginative situation (alamkara) instead of 
directly expressing it. In the former case, the theme of poetry 
is vastu, and in the latter case, it is alamkara. Accordingly, 
they are called vastu-dhvani and alamkara-dhvani, 
respectively. If the theme of poetry is emotion, then the 
resulting experience is called rasa-dhvani. The experience 
that results from the study of these three types of kavya is 
no doubt, detached joy. But, as pointed out earlier, the 
experience that results from the study of the first two types 
of kavya takes the form of contemplating the poetic object, 
while the one that results from the study of the last type 
takes the form of an inward realization. This is precisely on 
this ground, the kavya that deals with emotional mood is 
considered to be of a higher order than the other two types. 
It is the higher experience that results from the study of 


. “Soul-poetry” that is called Rasa. 


The process through which there results the 
experience of rasa will be discussed in the sequel. Suffice it 


to say that Rasa is only the consciousness-element of the 
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soul, which is identical with bliss and which is conditioned 


by the emotions such as pathos, love, fear, wonder and the 
like. These emotions are known as sthayi-bhavas and they 
are excited by four factors, viz., the (i) alambhana-vibhava 
or the objects with reference to which, the emotion, love, 
for example, of the hero or the heroine is presented; (ii) the 
uddipana-vibhavas or the excitants of love such as spring 
season, pleasure garden, etc., (iii) anubhavas or the visible 
effects of the internal feeling of love, such as quickly moving 
eye-brows, sidelong glances, etc., and (iv) vyabhicari- 
bhavas or the mental conditions such as modesty, anxiety, 
etc. These four factors are universalized by the masterly 
hand of the poet and are not viewed as belonging to 
particular individuals or particular places. The universalized 
vibhava and anubhava animate (in the case of a responsive 
reader or a spectator) the mental mode, love (sthayi-bhava) 
that is inherent in his mind. He realizes it not as his own or 
any one”s else, but as love in general. The universalized 
anubhavas make the sthayi-bhava fit to be experienced, 
and the universalized vyabhicari-bhavas make it fully visible. 


When this stage is arrived at there arises an integrated mental 
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state comprising the sthayi-bhava in its generalized form. 
It is dominated by the sattva-guna. The responsive person 
becomes virtually unconscious of his private self. This mental 
state lifts up the veil of avidya, which conceals the true 
nature of the soul which is consciousness and bliss. When 
the veil of avidya is lifted up, the consciousness-bliss aspect 
of the soul is revealed. It is rasa. It is only the veil of the 
which consciousness is lifted up and which is conditioned 
by love, etc. (ratyadyavacchinna bhagnavarana cideva 
rasah). Thus we see that the type of kavya known as “‘Soul- 
poetry” has a twofold purpose of making the responsive 
person unconscious of his private self, and providing him 


with aesthetic delight or rasanubhava, which is only the 


intrinsic nature of the soul. 


Rasa being of the nature of consciousness differs 
according to the specific kinds of emotions portrayed, (i) 
love (rati), (ii) hasa or feeling of amusement, (iii) Soka or 
pathos, (iv) krodha or bitter irritation, (v) utsaha or 
exhilaration, (vi) bhaya or fear, (vii) jugupsa or disgust, and 
(viii) vismaya or wonder. On the basis of these Psychological 


determinants, Rasa experience is of eight different kinds 
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viz., Srngara, hasya, karuna, raudra, vira, bhayanaka, 


bibhatsa, and adbhuta. 


Rati is passionate longing on the part of the lover 
and the beloved to have union with each other. It is a mental 
state or emotion known as prema or ardent love. It is of two 
kinds: sambhoga and vipralambha. When the lover or the 
beloved has the mental state of the form **| am united with 
my lover or the beloved”, then it is sambhoga-rati, which 
results in the experience of sambhoga-srngara. On the other 
hand, if the lover or the beloved has the mental state of the 
form “l am separated from my lover or the beloved", then it 
is a case of vipralambha-rati which results in the experience 
of vipralambha-$rngara. This vipralambha-rati or passionate 
longing of the lover or beloved, who is separated from the 
other and who longs to be united with the other is of five 
kinds as based upon abhilasa, írsya, viraha, $apa, and 
pravasa, It is more exquisite than love in union. The present 
work deals with these five kinds of vipralambha-rati by 
providing illustrative examples from the works such as 
Abhijfiana-Sakuntala, Vikramorvasiya, Malavikagnimitra, 


Meghasandesa, Raghuvamsa, Malatimadhava, Ratnavall, 
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and Amaruéataka, and also from works on Sanskrit poetics 
like Dhvanyaloka, Kavya-Praka$a, Rasagangadhara, 
Rasarnava-Sudhakara, Rasatararigin i and Rasamafjari. The 
theory of Rasa and the fine shade of difference between 


vipralambha-érngara-rasa and karuna-Hasa are also 


discussed. 
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CHAPTER 1 


THE THEORY OF RASA 
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CHAPTER 1 
THE THEORY OF RASA 


Bharata in his Natyasastra, while outlining the theory of rasa, 
states in an aphoristic manner the process of rasa-realization 


thus: 
vibhava—anubhava-vyabhicari-samyogat-rasa-nispattih.' 


This aphorism is interpreted in different ways notably by 
Bhattalollata, Sankuka, Bhattanayaka, Bhattatauta, and 
Abhinavagupta. Vibhava is twofold as alambana-vibhava and 
uddipana-vibhava. Of these, the alambana-vibhava is the 
object with reference to which rat/ or passionate longing for 
union with the nayaka or the nayika is excited. Uddipana- 
vibhavas are excitants of love such as spring season, pleasure 
garden, etc., Anubhavas are the visible effects of the internal 
feelings such as quickly moving eye-brows, sidelong glances, 
and the like. Vyabhicari-bhavas are the mental conditions such 
as anxiety, modesty, etc. Uddipana-vibhavas and anubhavas, 
and vyabhicaribhavas vary according to the respective sthayi- 
bhava. The latter is eightfold as rati, hasa, Soka, krodha, 


utsaha, bhaya, jugupsa, and vismaya.? These are latent 
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impressions inherent in the mind of every being. Of these, rati 
is desire or passionate longing for union with the lover. This is 
of two kinds, one when the lover is mentally viewed to be in 
proximity, and the other, to be far away. Hasa is the prevailing 
feeling of joy or amusement caused by laughable manners and 
risible blunders in speech. Soka is the feeling of extreme 
poignancy caused either by the destruction or loss of a dear 
one or by the sight of a dear one who is suffering. Krodha is 
the feeling of bitter irritation caused by intolerance of any rival 
for his prosperity or success. Utsaha is the mental state that 
accelerates one to carry out activities to achieve desired ends. 
Bhaya or fear is the mental states enveloped by anxiety and 
worry. Jugupsa is the feeling of disgust on identifying the 
defects in an object. Vismaya is the exalted state of mind by 


the sight of some supernatural event, person, or thing.? 


The vyabhicari-bhavas are thirty-three in number; and, 
they are: 1. nirveda, despondency or depression of Spirits; 
2. glani, languor or exhaustion; 3. Sanka, distrust or misgiving; 
4. asuya, envy or jealousy; 5.mada, inebriety; 6. Srama, 
weariness or fatigue; 7. alasya, laziness or slothfulness; 
8. dainya, pitiable condition; 9. cinta, pensive mood; 


10. mohah, perplexity, or delusion, or embarrassment: 
> 
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11. smrti, recollection; 12. dhrti, satisfaction; 13. vrida, 
bashfulness, or painful feeling caused by ridiculous behaviour; 
14. capalata, inconsiderate behaviour; 15. harsa, deep sense 
of joy; 16. avega, agitation; 17. jadata, absence of dexterity 
in doing one’s activity; 18. garva, pride or high opinion of 
oneself; 19. visada, loss of inclination to carry out an act; 
20. autsukhya, inability to endure delay in achieving the desired 
object; 21. nidra, sleep; 22. apasmara, loss of recollection 
caused by mental affliction or excessive pain; 23. matih, 
ascertainment of the truth of a position on the basis of 
scripture, etc.; 29. vyadhih, mental affliction caused by 
separation; 30. unmadah, loss of power to discriminate 
between animate and inanimate objects; 31. marana, the stage 
prior to death; 32. trasa, oppression caused by a foreboding 


of evil; and, 33. vitarka, exercise of imagination in suspicion. 


We shall now set forth the interpretation of the 


rasa-sútra according to different Alankarikas.°° 


(1) Bhattalollata interprets the aphorism of Bharata in 
the following manner: rati or the passionate longing for union 
with the lover is not the one inherent in the mind of the 
responsive reader of a kavya or of the one who witnesses a 


play. It is produced when one reads or sees a play. By the 
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alambana-vibhavas, Dusyanta and Sakuntala and by the 
uddipana-vibhavas like pleasure garden, etc., rati is generated 
in the mind of a responsive person. Then by the anubhavas, 
like sidelong glances, etc., it is manifested. And by the 
vyabhicari-bhavas, it is nourished. This rati which Dusyanta 
has towards Sakuntala is real. But the responsive person 
superimposes it upon the actor who plays the role of Dusyanta. 


And by intense absorption upon the actor, he experiences it 


in himself and it is $rngara-rasa. 


According to this view, the rati which Dusyanta has 
towards Sakuntala is falsely imagined to be present in the 
actor owing to the latter’s skill in presenting himself as 
Dusyanta. And this again is falsely imagined to be present in 
the responsive person owing to the latter’s identification 


with the actor. The aphorism of Bharata, according to 
Bhattalollata is: 


The term, samyoga means relation. And rasa is 
only rati that is superimposed upon the actor. The 
term, nispatti means superimposition. The 
responsive person, because of his absorption upon 
the actor who plays the role of Dusyanta, identifies 
himself with the actor and experiences the rasa in 
himself.* 
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Abhinavagupta in his Abhinavabharati points out that the 
responsive persons while witnessing the play of 
Abhijnanasakuntalam view the alambana-vibhava, etc., as 
purely artificial and not real. When such is the case there is 
no scope for realization of the rati in the form of $rrigara-rasa? 
But it must be noted here that just as one mistakes a rope for 
snake and takes it to be real, in the same way, the responsive 


persons too take the rati in the actor as real for the time being.” 


(2) Sri Sankuka interprets the rasa-sutra thus: The 
author who plays the role of Dusyanta is the paksa or the 
subject of inference. The vibhava, etc., although not real, are 
taken or mistaken as real owing to the skill of the actors. These 
form the ground of inference (hetu). From this there arises the 
inferential cognition that Dusyanta has rati towards Sakuntala. 
According to the view of the Nyaya school, the aggregate 
leading to the perceptual cognition is powerful; yet, in regard 
to two different factors, the aggregate leading to inferential 
cognition is more powerful. Hence, even if there is the 
perceptual cognition of the actor, the aggregate leading to the 
inferential cognition of rati having for its content the object 
different from that of the perceptual cognition is more powerful. 


And so there arises the inferential cognition of rati and not the 
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perceptual cognition of the actor. lt comes to this that the 
responsive reader or the responsive audience of the 
play has the inferential cognition of the rati which Dusyanta 
has towards Sakuntala. Sri Sankuka’s theory is known as 
anumiti-vada. The rasa-sütra, according to Sankuka 


means: 


The vibhava, etc., which are not real, but taken 
to be real, serve as the ground of inference. On 
this basis, there is the inferential cognition of rasa 
in the paksa, i.e. the actor who plays the role of 
Dusyanta. The expression samyogat in the rasa- 
sutra means anumanat. And the word nispatti 


means anumiti. 9 


The criticism against this view is that inferential cognition of 


rati as rasa being mediate in nature cannot lead to aesthetic 
delight in the responsive person. 7 


(S) Bhattanayaka interprets the rasa-sutra thus: On 
reading or witnessing the drama, Abhijnanasakuntalam. if the 
responsive person derives the cognition of the form 


“Dusyanta 


has rati or passionate longing toward Sakuntala” then it will 
not give forth any aesthetic pleasure. He, however, cannot have 


the cognition of the form “I have Passionate longing for 
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Sakuntala,” as it is inappropriate and impossible. It is 


impossible because Sakuntala is not the alambana-vibhava 
of the rati that is present in the mind of the responsive person. 
It is inappropriate because the wife of another person should 
be treated as one’s mother or sister. And rati will not be 


manifested with out an alambana-vibhava. 


It might be said that while reading or witnessing the 
play, the responsive person has the cognition of Sakuntala 
not as Sakuntala, but as one having the general feature of 
being a beloved (kantatva). But it must be noted that the state 
of being a beloved does not invariably stand for deep romantic 
or sexual attachment to someone. It stands for an intense 
feeling of deep affection which one may have toward one's 
mother, or sister, or daughter. Hence the general feature of 
being a beloved does not exclusively pertain to one towards 
whom one has romantic relation. In order that it may pertain 
to one towards whom one has romantic relationship, it must 
be qualified thus: one must not have the cognition that a 
particular maiden is not fit to be viewed as one involved in an 
amorous relationship (yam agamya na). And there should be 
no uncertainty in regard to this cognition. The cognition "yam 


agamya na" has for its substantive feature “the maiden 
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concerned,” and for its adjectival feature “the state of not 
being viewed as one involved in an amorous relationship” 
(agamyatva). The prohibitive particle, nah conveys the sense 
of the absence of the valid cognition that the maiden under 
reference is not to be viewed as one involved in amorous 
relationship. This excludes mother, or sister or daughter from 
the significance of the term kanta. The one who is involved in 
amorous relationship alone will come under the purview of 
this amended definition of kanta. Kanta of this nature is the 
alambana-vibhava; and the feature that conditions this 


alambana-vibhava, i.e. vibhavata-avacchedaka, is kantatva.® 


It might be said that with reference to the actress who 
plays the role of Sakuntala, the responsive person will have 
no cognition that she is not to be viewed as involved in 
amorous relationship, because he has the false cognition of 
being Dusyanta. But it cannot be; for the cognition of identity 
of the responsive person with Dusyanta is impossible in view 
of the fact that he has the ascertainment that the qualities 
that are present in himself and in Dusyanta differ so vastly 


precluding the possibility of any identification between the two.” 


Further the question may be raised as to the precise 


nature of the rasa-realization. If it is said that since it does not 
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arise from perception, or inference, or assimilation, it is verbal 
in nature, then as in the case of verbal cognition of the relation 
between a man and a woman arising from ordinary statements, 
this rasa-realization too will not be delectable.'? This rasa- 
realization cannot be viewed as one provided by extra-empirical 
contact known as ‘knowledge’ (nanalaksana-pratyasatt). The 
Nyaya School holds that when one sees sandalwood one has 
the visual perception “I see a fragrant sandal.” Here 
“fragrance” which ordinarily becomes the content of olfactory 
perception comes with in the range of visual perception. It is 
thus: the moment one sees a sandal wood one recollects its 
fragrance; and, it is the cognition in the form of recollection 
that serves as the contact between the eye and the fragrance 
present in the sandal wood. And there arises the visual 
perception of the form, “The fragrant sandal.” In the same 
way, here too rasa-realization may be viewed as one resulting 
from extra-empirical contact. But it must be noted that by the 
extra-empirical contact known as jnanalaksana-pratyasatti, 
there results only mere cognition, but not any aesthetic delight. 
Here, on the other hand, by studying or witnessing the drama, 
there arises aesthetic delight. Hence this should not be viewed 


as one derived from extra-empirical contact." 


3 
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This rasa-realization relating to Sakuntala cannot be 
treated as a case of recollection. It is because recollection 
requires as a precondition the prior experience, which one 
does not have in the present case.'? Moreover if it is taken for 
recollection, then it is mediate; and a mediate cognition cannot 
give rise to aesthetic pleasure. Bhattanayaka, therefore, defines 


the nature of rasa and the process of its realization thus: 


The vibhavas, anubhavas, and vyabhicari-bhavas are 
known through the words conveying them through primary or 
secondary signification while reading a Kavya. They are known 
through perception while witnessing a play. Then by a peculiar 
power known as bhavakatva, the vibhavas, the anubhavas, 
the vyabhicari-bhavas and the sthayi-bhava are presented in 
a generalized manner. In other words, the specific 
characteristics of the vibhavas, etc. such as Dusyantatva, and 
rati relating to Sakuntala, etc. will be lost and will be known in 
a generalized manner as a nayaka, rati, etc. This power, viz., 
bhavakatva will cease to function after presenting Dusyanta 
and others as mere nayaka, etc. The third one known as 
bhojakatva operates at this stage. By this, the rajo-guna and 
the tamo-guna of the mind are Suppressed, and the sattva- 
guna becomes predominant. Then the mind rests upon the 


true nature of oneself which is Consciousness and bliss. The 
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rati which remains in a generalized form, i.e., not pertaining to 
any individual is manifested by the consciousness. And it is 
rasa. Thus the process of rasa-realization explained by 
Bhattanayaka involves three stages: abhidha or laksana, 
bhavakatva and bhogakrtva. lt must be noted here that 
bhogakrtva-vyapara is nothing but the suppression of the rajo- 
guna and the tamo-guna of the mind enabling the true nature 
of oneself manifests itself. Hence rasa, according to this view, 
is consciousness, i.e. the true nature of oneself, free from the 
vell of rajo-guna and tamo-guna and conditioned by the mental 
states such as rati, etc. This view does not materially differ 
from Abhinavagupta’s view which will be set forth in the 


sequel.’ The rasa-sútra as interpreted by Bhattanayaka 


means: 


vibhava, anubhava, and vyabhicar-ibhavas are 
viewed in a generalized manner by the function 
known as bhavakatva, There is then the 
manifestation of the true nature of oneself which 
is consciousness associated with the mental state, 


rati by the function known as bhoga.“ 


(4) Jagannatha in his Rasagangadhara records the view of the 


navya-s. Their view may be summarized as follows: a 
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responsive person by reading a kavya, or by witnessing a play 
comes to have the knowledge that Sakuntala has rati or 
passionate longing for union with Dusyanta. Then by incessant 
musing over the characters—the musing which serves as a 
defect—*he takes or mistakes himself for Dusyanta. This is a 
case of erroneous cognition. He who is not Dusyanta, owing 
to the defect in the form of musing over the character, 
considers himself as Dusyanta. It is similar to the case of 
mistaking a piece of shell for silver, owing to defect in the 
eye-sight, and to the cognition of the glittering aspect common 
to both the silver and the piece of shell. Then in his case there 
arises rati with reference to Sakuntalá herself. And this rati is 
rasa. It is ineffable either as real, or as an absolute nothing or 
both. Since it does not conform to that which is actual, it is 
not real; since it appears, it is not an absolute nothing. It 
cannot be both as such a position violates the law of 
contradiction. It is, therefore, ineffable (anirvacaniya), like the 
silver that appears in a shell. Just as by the defect in the eye- 
sight and by the glittering aspect there arises an indeterminable 


silver, in the same way, by the defect in the form of musing 


over the characters of a play, there arises in the case of a 


responsive person the false Cognition of his being Dusyanta 
having rati towards Sakuntala. It is the manifestation of rati 


that is known as rasa which is Srrigara in the present case.” 
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The rasa-sutra, according to this view is to be 


interpreted thus: 


By the defect in the form of musing over 
(samyogat) the vibhava, anubhava, and vyabhicari- 
bhava, there is the rise (nispatti) of rasa, i.e., rati 
which Dusyanta has toward Sakuntala and which 


is ineffable. *® 


(6) Jagannatha records the view of some other Alankarikas; 
and, that view is as follows: it is because of intense musing 
upon the vibhavas, etc. presented in a play or a poem, there 
arises the mental perception of the form “I am Dusyanta having 
rati towards Sakuntala.” It is this mental perception that is 


rasa. 


It might be asked that according to this view rati is not 
present in the responsive person who, however, falsely 
attributes it to himself. How then could it be experienced? It 
is answered that the experience of rati according to this view 
is not the one that is empirical in nature, in which case alone 
the existence of rati in the responsive person may be required. 
But it is only erroneous.*? According to this view, the cognition 
which the responsive person acquires is of the form “I am 


Dusyanta having rati towards Sakuntala.” '° 
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The rasa-sútra, according to this view, is interpreted thus: 


By the cognition (samyogat) of vibhava, etc. there 
is the origination (nispatti) of the mental perception 


of rati (rasa).°° 


(6) Jagannatha records the view of some Alankarikas according 
to whom the aggregate of vibhava, anubhava, and vyabhicari- 


bhava along with the sthayibhava constitutes rasa.?' 


The rasa-sütra, is interpreted by the advocates of this 
view thus: 


By the association of vibhava, anubhava, and 
vyabhicari-bhava among themselves along with rati 


there is the verbal usage that it is rasa. "2 ` 


(7) Some other Alankarikas are of the view that among the 
three, viz. vibhava, anubhava, and vyabhicari-bhava that which 


gives rise to aesthetic delight by being associated with the 
sthayibhava is the rasa, 


(8) Yet others are of the view that it is vibhava alone in 


whom the responsive persons get absorbed is rasa.” 


(9) Some, however, advocate the view that anubhava 


which is the effect of sthayibhava when mused over develops 
itself into rasa. 
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(10) Another view is that it is the vyabhicari-bhava 


when mused over develops itself into rasa.?? 


It must be noted here that according to Bharata, sthay/- 
bhava develops itself into rasa when associated with vibhava, 
anubhava, and vyabhicari-bhava. From this it is known that 
each one of these three, viz. vibhava, anubhava, and 
vyabhicari-bhava is common to every kind of rasa. And so, 
these three individually cannot lead to rasa-realization. It is 
precisely on this ground that the last-mentioned three views 


are not to be treated as valid.” 


A careful analysis of the other views also does not seem 
to present the true import of the rasa-sútra. Bhattalollata’s 
view does not explain as to how the responsive audience 
comes to possess rati that is actually present in the actor. 
Sri Sankuka’s view too is untenable. For, according to him 
rasa-realization is taken to be a case of inferential cognition. 
And an inferential cognition will never give rise to aesthetic 
delight. Bhattanayaka admits an extra function of the 
kavya known as bhavakatva. According to the navya-s, 
rasa-realization is admitted to be a case of error; and, 
an erroneous cognition could never yield to aesthetic 


pleasure. 
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According to the view of some other Alankarikas 
recorded here as the fifth one, rasa-realization is admitted to 
be a case of mental perception, and also erroneous in nature. 
The sixth view recorded here is also defective in view of the 
fact that the aggregate of vibhava, anubhava, and vyabhicari- 
bhava will never yield to delight that is extra-empirical in nature. 
The seventh one too is not valid because one among the three, 
viz. vibhava, etc., will never give forth aesthetic pleasure 
unaided by the other factor. It comes to this that all the views 
presented in the foregoing paragraphs are defective in one 
way or other. This account is based upon the commentary 
Candrika on the Rasagangadhara.? From the above it 
emerges that only the view of Abhinavagupta could be 


accepted as the sound one. It is also the prevalent view. And 
it is as follows: 


On reading or witnessing the play, Abiiñianasakuntalam, 
rati, the sthayibhava innate in the mind of the responsive 


person is roused. In the present case, the alambana-vibhava 
is Dusyanta and Sakuntala too. The uddipana-vibhavas or the 
excitants of love are the spring season, moon light, etc. 
Anubhavas are the visible effects of the internal feelings of 


Sakuntala like quickly moving eyebrows, sidelong glances, etc. 
> 
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vyabhicari-bhavas are fleeting mental conditions such as 
anxiety, modesty, etc. on the part of Sakuntala. All these are 
suggested to the responsive person by the words constituting 


the text. 


The responsive reader comes to consider Dusyanta, 
not as the lover of Sakuntala—this individualistic aspect must 
vanish from the mind—but as a handsome youth. In the same 
way, he comes to consider Sakuntala, not as the wife of 
Dusyanta, but as a beautiful maiden. The uddipana-vibhavas 
too, he considers, not as belonging to a particular circumstance 
and particular time, but in a generalized way. And the 
anubhavas and the vyabhicari-bhavas of Sakuntala towards 
Dusyanta and vice versa are universalized and not viewed as 
belonging to particular individuals. For such a universalized 
impression of the vibhavas, anubhavas, and vyabhicari-bhavas 
upon the mind of the responsive reader, the masterly hand of 
the poet is chiefly responsible. The universalized vibhavas 
excite the mental mode rati that is innate in the mind of the 
responsive person in regard to the vibhavas viewed in a 
generalized manner. The universalized anubhavas make the 
sthayi-bhava fit to be experienced, and the universalized 
vyabhicari-bhavas make the sthayi-bhava fully visible. 
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The cognition of all these factors in a generalized way 
is absolutely essential. If the characters read about or seen in 
the play, are not so perceived, but perceived as individuals, 
and their mutual relations are perceived as belonging to the 
individuals, then the mental modes like rati, etc., present in 
the mind of the responsive person cannot be roused. Hence 
in order that one’s mental modes like rati, etc., may be roused, 
may become fit to be experienced, and may become visible, 
what is necessary is the cognition of the vibhavas, anubhavas, 
and vyabhicari-bhavas in a generalized way and not as 
belonging to individuals. It is clear from this that the 
generalized perception of the vibhavas, etc., is indispensable. 
In the same way, the sthayi-bhava, rati, for example, 
is not realizable by the responsive person as his 
own mental mode. If he does he would feel bashful or 
otherwise as the case may be. He would then attempt 
at concealment of his feelings. The truth is that he realizes it 
not as his own or any one’s else but as rati in general. It is 
in this sense the sthayi-bhava, Which is innate, in the mind of 
the responsive person is roused by reading or witnessing 


the play, and the vibhava-s, etc. are termed alaukika or 


extra—empirical. 
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When this stage is arrived at, there arises an integrated 
mental state comprising the sthayi-bhava, vibhavas, 
anubhavas, and vyabhicari-bhavas. It is prevailed by the 
sattva—guna. The responsive person loses his sense of identity. 
The mental state lifts up the veil of avidya that conceals the 
true nature of the jiva which is consciousness and bliss. Just 
as light, when its veil is removed, reveals itself and the objects 
nearby, so also the true nature of the jiva which is 
consciousness, when its veil of avidya is lifted up reveals itself 
and the sthay/-bhava in association with its vibhavas, etc., It 
is rasa. It is the true nature of the jiva free from the veil of 
avidya and delimited by the sthayi-bhavas such as rati and 
the like. This account of Abhinavagupta’s view is expounded 
in the Kavya-prakasa of Mammata? and the Hasagarigadhara 


of Jagannatha Pandita.” 
Jagannatha sums up the view of Abhinavagupta thus: 


Rasa is consciousness whose veil is lifted up and 


which is conditioned by rati, etc.” 


Exactly similar consideration applies to the sthayi-bhavas, like 


hasa, Soka, etc., along with their respective vibhavas, 


anubhavas, and vyabhicari-bhavas. 
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To sum up 


In the case of vipralambha-srngara, rati is the sthayi-bhava. 
The nayika is the alambana-vibhava, remembrance of her 
amorous functions is the uddipana-vibhava, her deep wish to 
have a union with the nayaka is the anubhava, and anxiety 


indicated by the uddipana-vibhava is the vyabhicari-bhava. 


In the following chapters, we shall deal with the 


different types of vipralambha-srngara. 
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CHAPTER 2 


VIPRALAMBHA-SRNGARA 
AND 
KARUNA-RASA 


In the previous chapter we dealt with the interpretation of the 
rasa-sútra according to Abhinavagupta, Bhattalollata and other 
Alankarika-s. We also discussed the process of rasa-realization 
and the classification of the rasa-s along with their sthayi- 
bhavas. In this chapter we shall deal with the nature of the 


rasa, vipralambha-srngara and that of karuna. 


The rasa, érrigàra has rati for its sthayi-bhava. Rati is 
passionate longing on the part of the lover and the beloved to 
have union with each other. It is a mental state known as prema 
or ardent love.’ Srrigara-rasa is of two kinds: sambhoga-srngara 
and vipralambha-$rrigara. These two kinds differ from one 
another due to the difference in the sthayi-bhava, viz. rati. When 
the lover or the beloved has the mental state (rati) of the form 


“I am united with my lover or the beloved”, then this rati would 
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develop itself into sambhoga-Srngara. On the other hand, if the 
lover or the beloved has the mental state (rati) of the form “I am 
separated from my beloved”, then this rati would develop itself 
into vipralambha-árrigara. The union between the lover and the 
beloved does not mean the presence of both in one and the 
same place. Nor does separation mean the presence of both in 
different places. In that case when both the lover and the beloved 
are lying in the same couch, but the beloved, owing to anger 
caused by her lover's relation to another woman, is not inclined 
to speak to him, it should be viewed that they have rati leading 
to sambhoga-Srngara. But it is not so. It is identified as an 
instance of vipralambha-érngàra. Hence samyoga-rati and 
viprayoga-rati are to be viewed as mental states of the forms 
“J am united” and “I am separated” respectively.” 

Abhinavagupta in his Abhinavabharati states that 
sambhoga-érngara and vipralambha-$rrigara are not to be 
reckoned as two different kinds of Srrigara but as two 
phases of Srngara. This is based on the authority of 
Bharata. Bharata has said: $rngara-rasa has two 
adhisthana-s and they are sambhoga and vipralambha-? 


Abhinavagupta while commenting on this states: árrigarasya 
imau bhedhau .* š 
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Bharata sets forth the vibhava, anubhava, and 
vyabhicari-bhava which make the sthayi-bhava, rati develop 
itself into sambhoga-Srngara thus: the alambana-vibhava is the 
lover or the beloved with reference to which rati is originated. 
The uddipana-vibhava-s are the excitants of rati such as the 
spring reason, pleasure garden, etc. Anubhava-s are the visible 
effects of the internal feelings such as quickly moving eye-brows, 
side-long glances and the like. Excepting alasya and ugrata 
other vyabhicari-bhava-s explained in the previous chapter serve 
as the mental conditions. Bharata states that jugupsa or disgust 
too is not the vyabhicari-bhava in the case of rati.? Jugupsa, 
however, is the sthayi-bhava that develops itself into bibhatsa- 
rasa and so the question arises as to how could it be said that 
it cannot serve as a vyabhicari-bhava of $rngara-rasa. 
Abhinavagupta points out that the very fact that it has been 
excluded from the purview of vyabhicari-bhava by Bharata 
indicates that sthayi-bhava-s too may function as vyabhicari- 
bhava-s.® In the case of vipralambha-árngara the lover is the 
alambana-vibhava. The excitant of love or the uddipana- 
vibhava, for example, is the beloved's thoughts of the long 
g to undertake. Tears flowing down the 


journey her lover is goin 


cheeks of the beloved constitute the anubhava. Despondency, 
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fatigue and other factors constitute the vyabhicari-bhavas.” It 
must be added here that marana which literally means L]death’ 
is stated as the vyabhicari-bhava of the rati that leads to 
vipralambha-srngara. Abhinavagupta points out that the word, 
marana here means the hope of re-union or the return of the 
lover from the far-away place.® He also records the view of some 
other Alanikarika-s according to whom marana is only the stage : 
prior to death. It is of the nature of murccha or swoon.? 
Jagannatha in his Rasagangadhara sets forth the reason as to 
why actual death cannot be taken as the sense of the word 
marana. The vyabhicari-bhavas are the mental states or the 
modifications of the mind. And actual death being not a mental 


state cannot be viewed as a vyabhicari-bhàva. Hence it must 


be taken in the sense of swoon.'? 


This vipralambha-srngara according to Mammata, is of 
five kinds; and, they are: abhilasahetuka, virahahetuka, 
irsyahetuka, pravasahetuka, $apahetuka. We shall explain 


briefly these five types with illustrative examples: 
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In the drama, Malatimadhava, Madhava, the hero wishes that 
he may have the amorous activities of Malati, the heroine which 
are naturally pleasing, which he enjoyed earlier and on which 
his mind is engrossed." Here the ratiis the sthayi-bhava. Malati 
is the alambana-vibhava. Madhava’s recollection of the amorous 
activities of Malati which he experienced earlier is the uddipana- 
vibhava. His wish that he may have the amorous activities of 
the heroine is the anubhava. His passionate longing to have 
union with Malati is the vyabhicari-bhava. And the rati develops 


itself into vipralambha-Srngara caused by abhilasa. 
Viraha-hetuka -vipralambha-srngara 


The illustrative example for this type of vipralambha-srngara 


given by Mammata is as follows: 


A nayaka has not visited her beloved by being 
controlled by his parents or out of bashfulness. The 
nayika wallows around in the bed during the night 
with the thoughts that her beloved would not have 
visited another lady by himself as he is of pure 


character; nor does he have any friend who will 
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induce him to visit another lady; yet, alas ! he has 


not come over here.” 


Here the alambana-vibhava is the nayaka who has not turned 
up. His absence is the uddipana-vibhava. The nayika’s 
wallowing around in the bed is the anubhava. The vyabhicari- 
bhava is the miserable state of the nayika. Rati which is the 
sthayi-bhava develops itself into vipralambha-$rrigara by being 
associated with the above factors. Since this rati is caused by 
viraha or separation, the rasa is characterized as viraha-hetuka- 


vipralambha-srngara. 
Irsyà-hetuka-vipralambha-$rügàra 


Mammata gives the following as an illustrative example for this 


type of vipralambha-$rrigara: 


A female friend of a nayika unable to bear the 
suffering which the latter experiences owing to 
separation from her beloved says that her friend 
being a jealous nayika is troubled by suspicion of 
rivalry in love. She has not been instructed by her 
female friends to express her feeling of envious 


resentment in the form of knitting her brows etc 
She only cries out.'3 Z 
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Here the nayaka is the alambana-vibhava. His relation to 
another woman which is a fault in his character is the 
uddipana-vibhava. The cry of the nayika is the anubhava and 
her fear of rivalry in love is the vyabhicari-bhava. And the rati 
caused by suspicion of rivalry in love develops itself into 


vipralambha-$rigara. 
Pravasa-hetuka-vipralambha-srngara 


The rati caused by the fear of separation from the nayaka who 
plans to go on along journey, when associated with the vibhava, 
anubhava and vyabhicari-bhava would develop into 
vipralambha-S$rngara-rasa. Mammata gives the following 


illustrative example taken from the Amarusataka: 


The nayika addresses her beloved who plans to 
leave for a distant place thus. “The bracelets worn 
round the wrists have fallen down (owing to 
ematiation of the forearm). My tears are exhausted. 


I am unable to hold my own and | have lost firmness 


of mind.“ 


Here the nayaka is the alambana-vibhava; the very thought 


that he is planning to leave for a far-away place is the uddipana- 
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vibhava; ematiation caused by this thought is the anubhava; 
and anxiety is the vyabhicaribhava. And the rati which is the 


sthayi-bhava develops itself into vipralambha-srngara. 
Sapa-hetuka-vipralambha-srngara 


The separation caused by a curse leads the rati in the nayaka 
or the nayika to vipralambha-srngara-rasa. Mammata cites the 
following found in the Meghasandesa as illustrative example of 


this particular type of vipralambha-srngara. 


I draw your form in an indignant mood out of love 
by minerals on the stone. When I desire to draw 
my form as falling at your feet in order to soften 
your wrath, my eyes become clouded by tears. Alas! 


fate does not allow our union even in this way.'® 


Here the nayika is the alambana-vibhava. Her anger out of 
love is the uddipana-vibhava. The desire of the nayaka to fall at 
the feet of the nayika is the anubhava. And his intolerance of 
fate that thwarts his union with the nayika is the vyabhicar- 
bhava. And the rati, the sthayibhava develops itself into 
vipralambha-Srngara-rasa. The curse of Kubera is the cause of 


separation between the Yaksa and his Wife 
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It may be added here that it is only Mammata who 
sets forth the five types of vipralambha-srngara. Vi$vanatha 
in his Sahityadarpana,'? and Vidyanatha in his 
Prataparudriya!! admit four kinds. Jagannatha rejects the 
classification of vioralambha-srngara in to five as advocated 


by Mammata.'? 


We have given a brief account of the vipralambha- 
Srngara along with its divisions with a view to distinguish it from 
karuna-rasa as the two are so much alike that their difference 


is not obvious. 


For karuna-rasa, the sthayi-bhava is Soka. It is the 
mental state which is of the form of extreme poignancy in the 
mind caused by the destruction or the loss of a dear one like 
child, wife, etc.'? Jagannatha in his Hasagangadhara cites the 


following as an illustrative example of karuna-rasa: 


On seeing his child who is dead the father wails 
thus: “Oh, child possessed of modesty | leaving 
out all concern about your kith and kin and forsaking 
the love and affection of your preceptors, how have 


you become a traveller in-the other world? 20 
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Here the dead child is the alambana-vibhava; the sight of 
relatives and friends at that time is the uadipana-vibhàva, and 
the miserable state of the father is the vyabhicari-bhava. 
Associated with these, Soka or grief attains to the state of karuna- 
rasa. lt must be noted here that the vyabhicari-bhavas of both 
the vipralambha-srngara and karuna-rasa are almost identical. 
Bharata in his Natya-Sastra raises the question as to how the 
vyabhicari-bhavas related to karuna-rasa are applicable in the 
case of Srngara-rasa which is developed from rati.?' And he 
answers by saying that Srngara has two phases as sambhoga 
and vipralambha. Of these, vipralambha is the state enlivened 
by hope of re-union, the longing and anxiety for the union with 
the partner being present init all the time. [t is nirapeksabhava.” 

And karuna is different as its sthayi-bhava, Soka involves the 
absence of hope or expectation that the dead person would 


come back to life.” Hence karuna-rasa is different from 
vipralambha-$rngara.^ 


Jagannatha points out that when there is separation 
between the nayaka and the nayika and when there is the 
certainty that one of the two is alive, then rati or passionate 
longing for union well-developed by grief or agony is the 


predominant sthayi-bhava. And the rasa is-vipralambha. Here 
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agony or grief, the sthayi-bhava of karuna-rasa, resulting from 
separation serves only as a vyyabhicari-bhava.* And when there 
is certainty of death of either of the two—the nayaka or the 
nayika, the alambana-vibhava of rati is lost and so rati becomes 
secondary. And agony or grief or Soka which is the sthay/- 
bhava of karuna and which is strengthened or heightened by 
rati is primary; and, it develops into karuna-rasa.?* Jt must be 
added, he states, that even when there is the certainty that one 
is dead and if there is hope that the dead person would come 
back to life by the grace of God or by divine intervention, then 
the alambana-vibhava of rati is not totally lost; and, the rati 
develops itself into vipralambha-Srngara. This comes under 
pravasa-hetuka-vipralambha-érrigara. Itis definitely not a case 
of karuna-rasa.?” He cites as a means of throwing light upon 
this aspect the illustrative example of Maha$veta and her 
separation from Pundarika as is found in the Kadambari.?® 
Pundarika, the son of the sage Svetaketu had fallen in love 
with Mahaéveta, the daugher of Hamsa, the king of Gandharvas. 
And both had a passionate longing (rati) for union with one 
another. Unable to bear the separation from Mahasveta 
Pundarika had lost his life. Mahasveta on hearing this decided 


to give up her life by throwing herself into the pyre.*® At this 
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stage the rati which is the sthayi-bhava of $rngara becomes 
devoid of the alambana-vibhava, viz., the beloved Pundarika. 
It, therefore, has become secondary. And grief or Soka which 
is the sthayi-bhava of karuna-rasa is heightened by it and the 
responsive reader of this section would experience karuna-rasa 
only. But there is a dramatic shift in the scene. A divine being 
assures her that she will be united with Pundarika.*° Now there 
is hope for re-union with Pundarika, the alambana-vibhava of 
rati which has become primary. The agony or Soka which is the 
sthayi-bhava of karuna-rasa serves as a vyabhicari-bhava 
strengthened by which the rati develops itself into vioralambha- 


Srngara of the pravasa-hetuka type. 


In this conncetion Jagannatha records the view 
expressed by Vi$vanatha in his Sahityadarpana in a rather half- 
hearted manner.?* Vi$vanatha has said that if either the nayaka 
or the nayika passes away, and if one is wailing then it is an 
instance of karuna-rasa. But if there is an assurance of re-union 
and the bereaved one is wailing, then it a case of distinct rasa 
known as karuna-vipralambha.? |t is evident from this that 
Vi$vanatha does not accept the instance such as the one cited 
above as a form of vipralambha 


type. 


“srngara of pravasa-hetuka 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


Portrayal of Vipralarnbha-Srngara in some dramas 41 


The above contention, however, seems to be not sound. 
In the case of separation which a nayika experiences owing to 
the journey undertaken by a nayaka for a long period of time, 
the alambana-vibhava of ratiis not lost. The grief or Soka of the 
nayika functions as a vyabhicari-bhava. But in respect of 
separation caused by the death of the nayaka even if there is 
an assurance of reunion after some time, the loss of the 
alambana-vibhava of rati is a fact. The stream of rati will be 
somewhat interrupted and grief or Soka will be intensified. 
Developing itself into karuna-rasa, the grief promotes the rati 
to the level of vipralambha-$rrigara. Thus we have a blend of 
karuna-rasa and vipralambha-srngara-rasa which may be 
designated as karuna-vipralambha. If we admit Karuna- 
vipralambha as one type of vipralambha-srngara, then it is a 
form of pravasa-hetuka-vipralambha-srngara . In the case of 
the latter the separation between the nayika and the 
nayaka is for a specific period of time, and in the case of 
karuna-vipralambha it is for a longer period of time extending to 
another birth too. This is the difference. According to this view, 
karuna-vipralambha is a part of the pravasa-hetuka- 
vipralambha-Srngara and so it need not be reckoned 


as a distinct form of vipralambha-srngara . Hence the 
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classification of the latter into five by Mammata can strictly be 


maintained. 


Rudrata in his Kavyalamkara and Rudrabhatta in his 
Srngaratilaka speak of vipralambha as having four forms, viz. 
prathamanuraga, mana, pravasa and karuna. Of these, the 
first one is abhilasa-hetüka-vipralambha and the second one is 
irsya-hetuka-vipralambha. The last one is karuna-vipralambha. 
This karuna-vipralambha is applied by both the writers to the 
situation when one of the two, viz., the nayaka or the nayika 
dies or in the process of dying.** Rudrabhatta points out that if 
either the nayaka or the nayika dies or is in the process of dying, 
it cannot be taken as an instance of karuna-rasa; for, rati persists 
and there is hope for re-union (sapeksa). And a touch of 


grief or Soka will always increase the beauty of this form of 


Srngara.”“ 


Bhoja in his Srigaraprakasa accepts karuna- 
vipralambha as the fourth form of Vipralambha-Srngara. He adds 
that it heightens love to the furthest extreme degree that is 
possible; and, it cannot be treated as karuna-rasa. Karuna- 


rasa and Karuna-vipralambha-rasa differ from each other in 


respect of their cause, fruit, content and nature. The cause of 
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karuna-vipralambha-rasa is rati, while that of karuna-rasa is 
attachment or compassion or the like. The result of the 
former is re-union while it is not so in the latter case. The content 
of the former are the nayaka and the nayika, and that 
of the latter may be any body in distress. The former is 
based on hope while the latter is devoid of it. Bhoja concludes 
by saying that Karuna-vipralambha is the life and summit of 


love.3 5 


The predominant rasa in the Valmiki Ramayana is 
karuna. Anandavardhana in the fourth chapter of his 
Dhvanyaloka has identified it to be so after elaborate 
discussion.?9 It is well-known that to Valmiki came the gift of 
poesy unbidden and unforseen at the sight of a fowler killing 
one of the mating birds. He expressed himself in a language 
which originated the $loka metre and which was acclaimed by 
the God of creation as the best specimen of classical poetry.? " 
In other words, Valmiki’s inspiration for composing Ramayana 
arose out of thoughtless cruelty on the part of the hunter, 
undeserved suffering on the part of the bird, and absorbing 
compassion on the part of himself. While making the distinction 


between the self and the not-self in a kavya, Anandavardhana 


identifies rasa as the self of poetry. He substantiates his view 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


44 Vipralambha-Srñgára and Karuna-Rasa 
AA EP i E P ——= === —— 


by pointing out that in the case of Valmiki, India’s primate 
bard, his Soka or grief aroused out of his sight of a bird 
wailing by being separated from its mate assumed the 
form of a Sloka#* Kalidasa in the fourteenth canto 
of his Raghuvamáa states that when Laksmana left Sita on the 
banks of the river tamasá under the bidding of Rama, 
when there was none excepting her shadow, she wailed 
loudly following which came the sage whose Soka arising out 


of the sight of a bird killed by a fowler attained to the state ofa 


$loka.2? 


It must be noted here that karuna-rasa need not be 
based upon a nayaka and nayika only, but upon any cne who 
is in a state of distress. Rama’s performing the final rites to 
Jatayu, the king of vultures and his utterances then evoke a 
sense of grief in the responsive reader which ultimately develops 
into karuna-rasa.** In the same way, DaSaratha gives vent to 
his grief without restraint, in mournful and often long-drawn- 
out cries, moans and lamentations when Rama leaves for the 
forest. He finally passes away. A study of this section will 
evoke a sense of agony in a responsive reader developing itself 
into karuna-rasa. ae the pain, grief or distress shown by tears 
and utterances by Sita and Rama when they were separated 
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in the forest is a case of vipralambha-$rrigara as the alambana- 
vibhavas of rati, viz., Rama and Sita were alive and were hopeful 
of re-union. Hanuman, on seeing Sita at the aSoka-vana states: 
“The mind of Sita and that of Rama are affixed to each other 
and it is precisely on this ground that both are alive.”** They 
were hopeful of union and hence it is a case of vipralambha- 
árngara. Sita after being abandoned on the banks of the river 
tamasa was taken by Valmiki to his hermitage where she gave 
birth to Lava and Kuáa. The separation between Rama and 
Sita during this period augmented by rati towards each other 
resulted in vipralambha-Srrigara. But in the end when Sita 
entered into the Earth, her mother and when there was no hope 
for re-union, grief or Soka on the part of Rama serving as the 
sthayi-bhava resulted in karuna-rasa.** The point that is of 
relevance here is that vipralambha-srngara and karuna-rasa 


are different although the line of demarcation between the two 


is rather slender. 


Bhavabhüti in his Uttararamacarita deals with the 
abdication of Sita by Rama. During the period of separation 
the rati of Rama and Sita toward each other enhanced by 
grief or Soka which serves as a vyabhicari-bhava develops itself 
into vipralambha-$rngara. Bhavabhiti, unlike Valmiki, unites 
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Sita and Rama and this results in sambhoga-srngara.** It may 
be added here that Bhavabhúti accepts Karuna as the only 
rasa . All other rasa-s are only its illusory manifestations. He 


states: 


Karuna, the only dominant rasa appears different 
under different circumstances and assumes illusory 
forms. This is similar to water taking the shapes of 
the whirlpool, the bubble and the waves, while the 


whole thing is water.** 


He, however, has changed karuna-rasa into vipralambha- 
Srngara and then finally into sambhoga-srrigara by uniting Sita 


and Rama at the end of the drama.^* 


In the RaghuvamSa, Kalidasa's description of the 
separation between Aja and his beloved queen Indumati makes 
the responsive reader experience karuna-rasa. When the king, 
Aja and the queen, Indumati were sporting in the pleasure 
garden, a wreath of flowers fell upon Indumati and she fell dead. 
The king on seeing this swooned and on recovering burst into a 


passionate lament for the cruel loss. The king placing the wreath 
upon his heart says: 
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This wreath has destroyed the queen’s life. But 


when placed upon my heart it does not kill me. ^? 


Or, through a reverse of fortune, the creator has 
fashioned this thunder for me; since it has not struck 
down the tree, but has smitten the creeper clinging 


to its branches.” 


Aja laments profusely by remembering the incidents happened 


earlier when he was united with Indumati. 


Even drops of perspiration are still on the face 
caused by the fatigue of love—dalliance; whilst your 
life has passed away. Alas! the fleeting nature of 


the lives of men.*® 


Never before have Í wronged thee in thought; why 
hast thou forsaken me? Lord of the Earth, indeed, 


only in name, have I been; but to thee alone Igive 


my hearts real life.” 


The king stayed on in the park until the funeral rites were 
performed. There in the park of the city itself, this wise king 
performed the funeral rites that are to be performed out after 


ten days from death.*% Vasistha then sent his disciple asking 


5 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


48 Vipralarnbha-Srngara and Karuna-Rasa 


him to convey the king that Indumati was a nymph of heaven, 
condemned by Trnabandhu’s curse to a period of exile on earth 
and now she was recalled to her home. Trnabandhu said that 
she would be an inhabitant of earth until she sees heavenly 
flowers.?* Sorrow broke Aja’s heart. Appointing his son as the 
king, he starved himself to death and was united with his wife in 
the heaven. Then having renounced his body at the confluence 
of the rivers, Ganga and Sarayu and having become a divine 
being the king was united with his wife and experienced divine 


bliss in the groves of Nandana.°? 


Now we find the grief experienced by the king Aja has 
become totally insignificant. Earlier he suffered and his suffering 
did not have an undercurrent of hope or expectation that 
Indumati would come back to life. So there was nirapeksa-bhava 
and the responsive reader would experience karuna-rasa. In 
the end when the king was united with Indumati in the heaven, 
there is no longer any separation but only everlasting union. 
And it is a clear case of sambhoga-$rrigara. Dhanika in his 
Avaloka on the Dasarüpaka of Dhanañjaya states that in the 


Raghuvamsa there is karuna-rasa experienced by Aja on the 


53 
death of Indumati.5? Bhánudatta too in his Rasatarariginí 


E O en 
identifies Aja s grief caused by the death of Indumati as an 
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illustration of Karuna-rasa.** It must, however, be noted that 
there is no place for vipralambha-árrigàra in the episode fo Aja 


and Indumati . 


The vipralambha-srngara is the predominant rasa in the 
drama Vikramorvasiya . The king Vikrama after having paid 
his respects to the Sun God drives back to the earth . He hears 
the shrieks of the nymphs and asks them if they need any help. 
Having learnt from them that their friend Ürvasi along with 
Citralekha has been seized by the demon Ke$in, he rescues 
both of them. He is captivated by the incomparable beauty of 
Urva$i. At this stage the Gandharva king Citraratha who was 
deputed by Indra comes over there, congratulates the 
king and takes back the nymphs to heaven. Urvaái pretends 
to be enveloped by a creeper, stays for a moment and 
casts a longing glance at the king who expresses his 
love to her with equal affection. The separation between the 


two who have a longing passion for union is described by 


Kalidasa thus: 


This nymph flying up into the sky, tears my heart 
from my body, like a female swan soaring into the 


air after drawing of a fibre from the lotus-stalk. °° 
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The king explains the real state of his mind to his friend, Vidusaka 


in the second act. He says: 


That lady with a moon-like face is not easily 
attainable, and yet there is this indefinable sensation 
of love; and, my mind, too, suddenly experiences 
a feeling of relief, as if the fulfilment of my object 


were at hand.59 


Urvasi also irresistably drawn by love toward Vikrama comes 
to the garden where the king and Vidüsaka are engaged in 
conversation. While coming to the palace, Citralekha asks 
Urvaéi as to whether she has sent someone before to the king 
to infrom him of her arrival. Urvaái replies “I have sent my 
heart". She further states “The God of love urges me; what 
remains then to be considered.”°” Seeing the king, Urvaái says 
that he appears to her eyes more delightful than when she 
formerly saw him .°° Concealed by Tiraskarini-vidya, Urvaéi 
stands by the side of the king and hears him. The Vidusaka 
seeing the king afflicted by grief owing to separation from Urvasi 
advises him to resort to sleep or to draw a picture of Urvasi 


and remain gazing at it. The king says that both the means are 


of no avail. For, “This heart of mine is pierced by the shafts of 
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love; how can | get sleep which will bring about a union in dream. 
Nor will my eyes fail to overflowing with tears. How could | gaze 
at the portrait of my beloved”.** The vipralambha-érrigara is 


well portrayed here. 


Hearing this Urva$i, writes in a birch—leaf thus: My lord, 
even the breezes in the Nandana garden blow hot upon my 
body while lying on a bed of parijata flowers crushed on account 
of my rolling upon it in agony. °° Then Urvagi appears before 
Vikrama who becomes delighted by being united with her. Here 
the vipralambha-érrigara has turned into sambhoga-srngara. 
Suddenly a heavenly messenger comes and informs Urvasi that 
she has to come to the abode of Indra who desires to see the 
dramatic performance of her . Again there is separation between 
thetwo and the vipralambha-$rngara is maintained in the drama. 
Then there i a happy union between the two for a longer period 
of time. Once in the Gandhamadana forest Urvasi enters into 
the grove sacred to Kartikeya. She is immediately transformed 
into a creeper. The king mad with grief roams through the forest. 
He finds the gem that which unites separated lovers. With 


that jewel in hand he embraces a certain creeper which gets 


immediately transformed into Urvasi. At this stage it is an 
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instance of sambhoga-srngara. After sometime the jewel is 
carried away by a vulture . Again there is separation between 
the king and Urvasi. The vulture is killed and the gem is 
obtained by a boy. This boy is the son of Vikrama through 
Urvasi. Urvagi has entrusted the boy with the sage Cyavana 
as Indra has said that when the king sees his son, Urvasi has to 
leave for the heaven. Fearing separation she has entrusted the 
boy with Cyavana. Now the king has seen the boy and 
separation is inevitable. Narada carrying the message from Indra 
arrives and informs that Urvasi should stay with Vikrama. Thus 
we see that in the drama Vikramorvasiya it is only vipralambha- 
§rngara that is portrayed. And the grief or Soka born out of 
separation ceases to be a sthayi-bhava but takes the role of a 


vyabhicari-bhava . Hence there is no place for karuna-rasa in 
the drama . 


The play Tapasavatsaraja by Anañgaharsa or Matrraja 
abounds in the portrayal of the karuna-rasa and the vipralambha- 
Srngara. The hero of the play is Udayana who is married to 
Vasavadatta. The minister, Yaugandharayana learns from 
astrologers that if Udayana marries Padmavati he would become 
the emperor of the world. Being a well-wisher of the king, the 


IIS Scene that Vasavadatta is bumt alive in the 
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fire that occurred in the queen’s palace when Udayana was not 
there. Udayana laments over the death of his queen. We find 
references to these in the commentary Locana on the 
Dhvanyaloka. The king is certain that the queen is lost . He 
does not have any expectation that she would come back to life 
. The alambana-vibhava as far as the king is concerned is lost 
. Hence his grief takes the role of the sthayi-bhava which 
develops itself into karuna-rasa.** But as far as the audience 
of the play is concerned, the queen is not dead. Hence there is 
sapeksa-bhava or the hope that there will be union between 
the king and the queen. Hence the rasa that is experienced by 
the audience is vipralambha-srngara only. But at the end of the 
drama the king is assured of his union with Vasavadatta and 
so there is hope of re-union. °? The rasa that is experienced by 
the king as well as the audience of the play is vipralambha- 
$rrigára. The point that is to be noted here that there is a clear 
demarcation between the portrayal of the Karuna-rasa and the 
vipralambha-érrigara. Jagannatha in his Hasagarigadhara brings 


out the distinction between the vipralambha-Srngara and the 


karuna-rasa thus: 


ayam ca bhavah (maranabhavah) sva-vyanjaka- 
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vakyottaravartina vakyantarena sandarbha- 
ghatakena nayakadeh pratyujjivanavarnane 
vipralambhasya, anyatha tu karunasya posaka iti 


vivekah. °° 


In the field of aesthetics the enjoyment of karuna-rasa by the 
responsive reader or the spectator of a kavya is a puzzle. 
Jagannatha in his Rasagangadhara discusses this problem. It 
may be contended as to whether it is possible to relish karuna- 
rasa like $rrigara-rasa. As in the case of Dusyanta, for example, 
the rati which is the sthayi-bhàva would give rise to pleasure 
in the case of a responsive reader. But in the case of karuna- 
rasa, the sthayi-bhava is Soka and it is well-known that it 
gives rise to sorrow only and it cannot lead to pleasure. Just as 
Soka in the case of the nayaka gives rise to sorrow, in the same 


way, the responsive reader also will experience sorrow only .** 


This contention is not sound. While discussing the nature 
of rasa in the previous chapter we referred to Abhinavagupta’s 
view according to which rasa is only consciousness, i.e., the 
self when it becomes free from the veil of avidya. It is self- 
luminous and is of the nature of bliss. The responsive reader, 


because of the portrayal of the vibhava, anubhava and 
> 
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vyabhicari-bhava by the masterly hand of the poet, views them 
not as belonging to individuals but in a generalized way. At this 
stage there arises an integrated mental state comprising the 
sthayi-bhava, vibhava, anubhava and vyabhicari-bhava. It is 
prevailed over by sattva-guna. It lifts up the veil of avidya that 
conceals the true nature of the self which is self-luminous 
consciousness and bliss. It is rasa. One bursts into tears on 
listening to or witnessing a kavya wherein karuna-rasa is 
predominant not because of grief or sorrow but because of the 
joy of the experience of the self.°° Jagannatha concludes by 
saying that this is the greatness of the Kavya of superior type 
that grief or Soka portrayed therein although not delectable in 
ordinary experience gives rise to extra-empirical aesthetic 
delight.*$ He is of the view that the function of a Kavya of superior 
type is to give rise to extra-empirical pleasure and at the same 
time check the manifestation of sorrow .°’ It comes to this 


that karuna-rasa too is delectable like $rngara-rasa. 


In the world, sorrowful incidents lead only to sorrowful 
feelings. In kavya, however, they give rise to delight . There is a 
dictum-— “anandaikarupata-sarva-rasanam.” According to 


this, even jugupsa may lead to delight due to the skill in its 


Portrayal. How does one account for delight in karuna-rasa? 
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The aloofness of the spectator while enjoying rasa acts as a 
buffer and prevents him from suffering even though there is 
generalisation of vibhava, etc. The skill in the portrayal of 
‘emotion, delineation of characters, incidents and descriptions 
result in camatkara and delight. And the explanation offered for 
the enjoyment is the greek theory of chartarsis. There is purgation 
of the negative emotions of the spectator while watching 
tragedies .Due to the working out of sorrow, anger, depression 


or hate, the spectator is left with relief and good feelings. 


To sum up 


From the illustrations cited above it would be evident that the 
vipralambha and the karuna-rasa are quite distinct. But in certain 
texts what is at one stage vipralambha turns into karuna-rasa 
and thus again becomes vipralambha when there is a super- 
natural re-union. What is karuna-rasa to one character may at 
the same time be vipralambha-árrigara to rest of the characters 
and audience due to the intrigue in the plot. The common factor 


of suffering make the two rasa-s interrelated, but vipralambha 
has a happy ending. 
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CHAPTER 3 


ABHILASA-HETUKA-VIPRALAMBHAH 


In the previous chapter we referred to the classification of 
vipralambha-srngara into five by Mammata. And they are: 
abhilasa, viraha, irsya, pravasa and Sapa. Of these, the term 


abhilasa means existence of passionate longing for union.' 


Rudrata in his Kavyalankara,? Rudrabhatta in his 
Sriigaratilaka,? Simhabhüpala in his Rasarnavasudhakara,* 
Viévanatha in his Sahityadarpana? and Bhanudatta in his 
Rasatarangini? designate abhilasa-hetuka-vipralambha as 
prathanianuraga-vipralambha or pürvanuraga or purvaraga 


— vipralambha. 


This vipralambha - érrigara designated as pürvaraga 
means passionate longing for union.’ Simhabhüpala states: 
love or rati between a nayaka and a nayika who are not united 
earlier or who are separated after being united, who have a 
longing for union with one another, when nourished by 


appropriate anubhava and vyabhicari-bhava develops into 


vipralambha-érrig&ra-rasa? Simhabhupála? and eratis 
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state that this type of vipralambha-Srngara is characterized by 
specific mental states on the part of the nayaka and nayika 
who have developed a longing for union with one another either 
by hearing about the other or by seeing the other and who could 
not, however, attain union. Vi$vanatha says that the nayaka or 
nayika may come to know about the other through a 
messenger, bard or a female friend. And the perceptual cognition 
of either of the two may happen by a magical feat or by seeing 
in a picture or in a dream.' ' Simhabhüpala cites the following 
as an example for the rise of love on hearing the qualities of the 


nayika 


I will indeed have recourse to Someone other than 


Nala (i.e., fire) of my-own accord. 2 


This verse is from Naisadha-kavya. The swan describes the 
quality of Nala to Damayanti who on hearing them says that if 
she could not attain Nala she will resort to fire and kill herself. 
Here love or rati on the part of Damayanti has arisen toward 
Nala on hearing the qualities of the latter through the messenger, 
the swan. Purvanuraga can also take place on seeing the 


nayaka or the nàyika in a picture or in a dream or directly." ° For 
example: 
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Coming to him whom she found flawless in all his 
limbs, Indumati stopped from reaching another 
prince. A swarm of bees would not pass on to 
another tree, when it has once found the mango in 


full flower.’ 4 


Indumati in her svayamvara directly sees Aja which results in 
having love toward him. And rati here precedes the state of 
having passionate longing for union with him. Simhabhüpala 
cites as an example for purvaraga arising out of seeing the 


picture the following verse from the Ratnavali of Sri Harsa. 


Who is this damsel in the picture reaching the mind 


(manasa) like a royal swan that reaches the manasa 


lake.! 5 


Here there arises anuraga or love in the case of Vatsaraja toward 
Ratnavali on seeing her in picture.! ° As an instance of púrvaraga 


that arises on seeing the nayika in dream, Simhabhupala cites 


the following: 


You were seen in dream; and you vanished along 
with dream. I do not see any means of attaining 
you. Please be pleased toward me, the one who is 


the slave of you - who have thighs like the interior 


of a plantain tree.' " 
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He further adds: Here the pürvaraga has arisen in the case of a 
nayaka in respect of a damsel whom he has seen in dream.'® 
Simhabhúpála, Visvanatha and Bhanudatta in their works state 
that this type of vipralambha-Srngara known as pürvaraga or 
abhilasa-hetuka-vipralambha is characterized by 10 conditions; 
and, they are: abhilasa, cinta, smrti, gunakathana, udvega, 
pralapa, unmada; vyadhi, jadata, mrtih. These, according to 
Simhabhüpala, have been set forth by ancient Alankarikas.' ° 


These are defined as follows: 
(1) abhilasa 


This is passionate longing to have union with one another.2° 
This will be manifested in different ways. One will be coming 
out of one’s house or getting into silence eagerly awaiting the 
arrival of his or her partner. There will be visible manifestation of 
actions indicating love or rati. One will decorate oneself, make 


indirect reference and remain in a lonely place.2 1 This condition 
is illustrated thus: 


My eyes and mind have fallen in the 


lotus-pond, i.e., my beloved. Mind being heavy 


is immersed therein; and, the eyes are wandering 
all around.?? 
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A nayaka remembering his beloved with whom he was earlier 
united tells his friend what is stated above. Here passionate 


longing for union with the beloved is evident. 
(2) Cinta 


This is pondering over the process of meeting and attaining the 
nayaka or the nayika.?? The visible manifestations of this 


condition in the case of a nayika are: touching the knot of the 
wearing garment, looking with eyes turned sideways, revolving 


the ring around the finger, wallowing about in the bed, and 


looking at objects with vacant eyes.“ 


(3) Smrti 


This is continual remembrance of amorous actions of the nayika 
or the nayaka.2® The visible manifestation of this condition, 
Simhabhüpala states, are: taking a long deep breath that 
expresses sorrow (ni$vasa), thinking deeply about the nayaka 
(dhyana), having no interest in carrying out oneLls duties 
(krtyavihastata), showing marked antipathy to laying down in 
bed or sitting in a couch (Sayyasanadisu vidvesah).^9 As an 


: AEREAS qe 
example of this Bhanudatta describes Sri Rama’s condition 


6 
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thus: “Rama always remains thinking of Sita, the daughter of 
the king of Videha.”?” 


(4) Gunakathana 


This is recounting the qualities of the nayika.*® The recounting 
of the qualities of Sakuntala by Dusyanta may be cited as an 


example of this condition . 


Lower lip has the redness of a fresh leaf, her arms 


resemble tender twigs, and youth attractive like a 


flower pervades her limbs.?? 
(5) Udvega 


This is turning away from the objects of the world in disgust 


and it is caused by extreme attachment toward one’s beloved.” 


(6) Pralapa or Vilapa 


This is utterance of statements relating to the nayika such 28 
the following. 


She was seen here, standing here, sitting there ` 


conversing with me, and was Staying here; and she 
returned from here? 
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The visible effects of this condition are aimless wandering, vacant 


looks, etc.?? 


(6) Unmada 


This is disordered state of mind resulting in mistaking a thing 
for something else. This is caused by thinking of the nayika or 
nayaka at all times owing to separation from one another.?? 
The effects of this state of mind are aversion toward one's 
desired objects and deep respiration expressive of grief or 
intense longing. One could remain without winking one's eyes, 
and would be laughing, sadly thoughtful, singing, and still. ^ 
Jagannátha gives the following as an illustration of this state of 


mind: 


O my beloved, you are devoid of compassion; 
I shall not leave you hereafter. Thus the nayika 
makes an inconsequential talk by taking hold of 


the hand of the female messenger (mistaking her 


for her beloved nayaka).°° 


(7) Vyadhi 


This is characterized by agonizing pain of mind and abnormal 


thinness of body owing to separation from the beloved.?® The 
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visible effects of this condition are intense mental excitement, 
deep sigh, living in the midst of objects that would provide 
refreshing coolness; aversion to life, delusion, desire to die due 
to lack of courage, falling down at an unnoticed place and 
drooping eyes.?? Jagannátha cites the following as an illustrative 


example of this condition: 


Placing aquatic plant in her chest, shaking her body 
hither and thither, she looks pitifully at the face of 


her female friend who gives an account of her 


beloved.: € 
(8) Jadata 


This is the state of mind governed by which one will not be able 
to distinguish between that which is good and that which is 
unwelcome, will not respond to any question, and will neither 
look at nor listen to. One will be in a vacant mood.?? The visible 
effects of this state of mind are as follows: one will not have the 
sensation arising from touch, the countenance will become 
faded and limbs slackened; one will emit a sound indicative oÍ 
distress and will be stupefied; will Sigh deeply and will be 


ematiated.*? Bhanudatta gives the following as an illustrative 
example of this kind of mental state: 
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The hands of the heroine are devoid of the sound 
of bracelets; the upper garment over her chest is 
motionless; the pupil in her eyes is stationary, and 
the ear-rings do not move in a lively manner up 
and down. She has to be viewed as a mere picture 
till there is movement in her on hearing her lover’s 


name.*' 
(9) Maranam 


This is not actual death but only intense desire to pass away on 
the part of the nayika if she does not succeed in her attempts 
to have union with her lover.*? At this stage the nayika will be 
burnt as it were by the fire in the form of love in separation. The 
visible effects of this condition are: the nayika will hand over 
the birds which she has been keeping as her companion and 
treating with care and affection to her female friend, will give 


forth sweet and indistinct sounds, will have eagerness to have 


gentle breeze to enjoy moon - light and to look at bunches of 


flowers.*? Viévanatha is of the view that there should be no 


description of vipralambha-srngara involving actual death as 


such a description would hamper or hinder the experience of 


way on the part of the 
t able to 


rasa. But if there is a chance to pass a 


nayika or the nayaka because either of the two is no 
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bear the pangs of separation, then this condition may be 
described, as it would enhance the experience of vipralambha- 
érrigára.^^ He, however, adds that if there is divine assurance 
or hope that either of the two who is dead would come back to 
life soon, then actual death may be described, as such a 
description would only heighten the experience of vipralambha- 
éárngàra by the responsive reader.** The following are the 


examples given by Vi$vanatha by way of elucidating this 


condition known as marana. 
1. Example for marana that is about to occur: 


The nayika noticing that the flowers Sephalika has 
withered away at the time of the setting of the sun 
was having hope that her beloved may turn up 
during night. But now it is early morning known 


from the crowings of the cocks, We could not gather 
whether she will be alive or not.“ ° 


2. Example for the condition marana that is desired: 


Let the bees pervade the quarters With humming 
sound; let the wind from the malaya mountain blow; 
let there be the sweet sounds of the Cuckoos at 
the top of the mango trees in the fifth note of the 


Indian gamut: and. | ital ai s 
> and, let my vital airs go out quickly.^ " 
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3.Example illustrating the condition of marana which 
is associated with the hope that the dead would come back 


to life: 


The narrative of Pundarika and Mahaéveta as portrayed 
in the Kadambari serves as an example.‘ This we have referred 
to in the previous chapter. We have also said that Visvanatha 
treats this as an instance of karuna-vipralambha, while 
Jagannátha treats it as a variety of vioralambha-srngara.* “There 
are 10 conditions governing the portrayal of the vipralambha- 
$rngara. Simhabhüpala records the view of some ancient 
Alankarikas according to whom there are two more condition, 
viz., icchà and utkantha.®° He adds that fecha and utkantha 
are only passionate longing to have union with the beloved. 


Hence there are 10 conditions only governing the portrayal of 


vipralambha-$rngara*?' 


The abhilasa-vipralambha-srngara which is also known 


as pürvanuraga, Viévanatha states, is of three kinds.°* Of these, 


the first type is designated as nil/-raga. If the love between the 


nayaka and nayika never fades away, but is not fully manifested 


in the midst of friends, then this type of rati or love that exists 


prior to the actual union is known as nili-pürvanuraga. The rati 
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between Sita and Rama before they got married may be cited 


as an example of this type .°° 


The second type is known as kusumbha-purvanuraga. 
This is defined as follows: If the love between the nayaka and 
nayika fully manifest in the presence of female friends and later 


on fades away on some ground, then this type is known as 


kusumbha- pürvanu-raga.^^ 


The third type of pürvanuraga is termed manjistha- 


pürvanuraga. This may be explained as follows: 


The red colour of a cloth dyed with madder could 
never be washed away and it will manifest in all 
brightness. In the same way, if the love between a 
nayaka and nayika does not fade away and remain 


firm, then it is known as marijistha-pürvanuraga.5^ 
So far the discussion regarding the divisions of abhilasa-hetuka- 


vipralambha-srngara or pürvanuraga or prathamanuraga type 


of vipralambha-Srngara along with the conditions or mental 
states that govern them. 


We shall how set forth the Portrayal of this kind of 


vipralambha-srngara in the drama Malatimadhava and 
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Abhijfiana$akuntala. In the drama, Malatimadhava, Bhavabhüti 


has picturized the love between Malati and Madhava. The 
predominant rasa in this drama is sambhoga-srngara. And the 
fine touches of vipralambha-srngara enhance the aesthetic value 


of this drama to a very great extent. 


The story starts with the conversation between 
Kamandaki, a Buddhist ascetic and Malati’s governess and 
Avalokita, a disciple of Kamandaki. The conversation centres 
around the desired match between Malati and Madhava. We 
gather from this conversation that the parents of Malati and 
Madhava were classmates and they desired the marriage 
between their children. We also gather that there is mutual love 
between the two. Kamandaki says: “The mutual love between 
Malati and Madhava is well-known to all.”°° Malati has quite 


often seen Madhava passing through the royal path adjacent to 
her mansion. Kamandaki states: 


Malati stationing herself at the lofty window of the 


top-most room of her mansion has beheld Madhava 


oftentimes passing by the high road close by, like 


Rati beholding Kama in anew form. Her longing to 


have union with Madhava has grown intense and 


she has been pining away with her limbs extremely 


, 7 
languished.? 
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Here the condition or the mental state utkantha on the part of 
Malati is evident. Utkantha, according to Simhabhupala, is 
identical with the condition cinta. And this heightens the 
experience of vipralambha-$rrigara. Makaranda, the friend of 


Madhava describes the condition of Madhava who is thinking 
of Malati thus: 


His gait is slow, looks are vacant and body has lost 
its grace. He takes a long deep breath expressing 
sadness. What may this be? Or what else can it 
be? The command of the God of love wanders over 
the world; youth is susceptible and the various 
objects in the world which are charming and sweet, 


shake off the firmness of mind.55 


Herein the long deep breath taken by Madhava is indicative of 
the fact that he is continually remembering Malati (smrti) which 
is one of the conditions governing vipralambha-árrigara. Another 
condition governing vipralambha-érrigara is abhilasa or 


passionate longing to have union with the beloved. This condition 
of Madhava is narrated by him thus: 


My heart has long dwelt on her Whose countenance 


is lovely like the moon. It has returned to me with 


great difficulty. It has overcome shame, set asid 
> lae 
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good manners, given up fortitude and has lost its 


power of discrimination. ° 


Recounting the qualities (gunakirtana) of the nayika is yet 
another condition that governs vipralambha-srngara. The 
presence of this condition in Madhava is evident from the | 


following verse: 


She is the presiding deity of the treasure of beauty 
and abode of the store of the essence of loveliness. 
Certainly the moon, ambrosia, the lotus-stalks, 
moon-light and the like constitute the material cause | 


of her creation and the God of love is her creatar.? 


Yet another condition, viz., udvega relating to vipralambha- 


érrigàra is noticed in the Malatimadhava. Madhava says: 


My heart was benumbed with astonishment in her 


presence. Every other feeling had vanished 
therefrom. It was stupefied with joy as if from a 


plunge into nectar. Now it writhes as if scorched 


— A 


by a live-coal. ' 


Pürnasarasvati in his commentary, Rasamanjari on the 


Malatimadhava states that in this verse the mental mode — 
avega (udvega) is suggested.” 
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Jadata is one condition related to vipralambha-srngara 
and it is evident in the case of Malati as described by Madhava. 
“I have noticed Malati who has in her the effects of consuming 
passion for union with some youth of fortunate birth."*? He 


further states: 


Her body is languid like a crushed lotus-stalk. She 
was led to do things with great difficulty by the 
persistent requests of her female friends. Her cheek 
is as white as the newly cut piece of the tusk of an 


elephant.** 


The condition of anusmrti on the part of Madhava is described 
by himself thus: 


| became the object of her varied glances, steady 
and expanded, with the creeper-like eyebrows 
upturned, stretched at the corners and somewhat 


contracted when they met my eyes.55 


And then, while going, by her having eyes with 


graceful eye-lashes, whose face With the neck 
turned oftentimes backwards resembled a lotus with 
its stem twisted, a side - glance steeped in nectar 
and venom was planted deep in my heart.§® 
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The condition of unmada present in Madhava is presented by 


himself thus: 


Although an object is before me | cannot discern it 
correctly. Even with regard to things familiar to 
me my remembrance (of them) becomes unpleasant 
on account of its incorrectness. The fever of my 
torment cannot be allayed in a cool lake or by the 
moon; and my mind being unsteady wanders about 
and fancies things which have no concrete or 


objective reality.” 


Thus we see that in the drama Malatimadhava, the vipralambha- 


Srngara of pürvaraga type has been well portrayed. 


The vipralambha-érngara of pürvaraga type is well 
depicted in the Abhiinanasakuntala too. Therein the royal sage, 
Dusyanta after entering into the hermitage of Kanva sees 
g with her female friends. He has fallen in love 


Sakuntala alon 


With her and looking at her from behind the trees describes her 


thus: 


The blooming body of Sakuntala dressed in a bark 


garment which covers the expanse of her breasts 


and has its delicate knots fastened on the region of 
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her shoulders does not exhibit its original charm, 


like a flower enveloped in the interior of the pale 


leaf.9? 
Again discerning her beauty, he says:- 


This slender damsel is more beautiful even with the 
bark garment. Intrinsic beauty does not require 


artificial embellisnments.5? 


Further he says: 


Lower lip of this damsel has the redness of a fresh 
leaf; her arms resemble tender twigs; and, youth 


attractive like a flower pervades her limbs." ? 


This we have referred to earlier. 


When Sakuntala was upset by a bee hovering around her face, 
Dusyanta Says: 


You touch oftentimes her quivering eyesthe corners 
of which are tremulous; you hover her ear. hum 
> 


sweetly as though whispering a secret: you drink 


as it were her lower lip, the essence of all enjoyment; 
? 


O bee! youare indeed blessed; we who search for 
truth have accomplished nothing." ! 
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Here we see that abhilasa which is one of the conditions that 
govern the vipralambha-Srigara is evident in the case of 
Dusyanta. He has passionate longing to have union with 
Sakuntala. Cinta or pondering over the means of winning the 
love of the beloved on the part of one who is longing to have 
union with the beloved is evident in the case of Dusyanta. He 
doubts first as to whether Sakuntala is the daughter of Kanva 
through a wife not belonging to his class.’* Then casting away 


his doubt, he says: - 


Undoubtedly she is fit for being taken as a wife by 
me, a ksatriya, since my noble mind has a longing 
for her; for, to the noble-minded ones, in matters 
that are subjects of doubt, the inclinations of their 


hearts are the deciding authority.’ ° 


And when he comes to know from the female friends that 
Sakuntala is the daughter of Viévamitra through Menaka, 


Dusyanta says to himself: “My desire has found scope.” ^ We 


find that Dusyantais affected by udvega or anxiety as to whether 


Kanva is thinking of giving Sakuntala in marriage. He asks one 


of the female friends: 


Is the ascetic vow, which obstructs the operation 


of love, to be observed by her until she is given in 
? 
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marriage? Or, will she dwell for her life-time in the 


hermitage itself along with her favourite female 


deer.’® 


When the female friend states that Kanva’s intention is to give 
her to a suitable husband, Dusyanta is relieved of anxiety and 


says to himself: 


There will be no difficulty in my desire being fulfilled. 
Oh heart! be contended. Now the doubtis dispelled. 
What you doubted as fire is really a gem to be 


possessed." 


Gunakirtanam or recounting the qualities of the beloved which 
is one of the conditions that govern vipralambha-árrigara, We 
find in Dusyanta. He says to his friend, Madhavya that he has 


not obtained the fruit of his eyes since what deserves to be 
seen has not been seen by him."" He further says: 


She might have been endowed with life by the God 
of Creation after delineating her in a picture. Or, 
she might have been mentally created with an 
assemblage of the beautiful factors. When I 
consider the power of the God of creation and the 


form of Sakuntala, she seems to be a creation of 
an extra-ordinary kind.” 8 
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On hearing this, Madhavya says: “If that were the case, all 


beautiful maidens are thrown into the background.” 
To this Dusyanta replies: 


She is like a flower not yet smelt: a delicate sprout 
not yet plucked by nails; a jewel not yet chistelled; 
fresh honey whose flavour is yet untasted; and the 
fruit of merits not yet divided. | know not whom 


the creator will present as her husband.’ ° 


Herein Dusyanta praises the beauty of Sakuntala and also 
expresses his sense of anxiety as to who would become her 
husband. The two conditions, gunakirtana and udvega are 


noticed here in his case. 


The continual remembrance by Dusyanta of the amorous 
actions of Sakuntala which is the condition of anusmrtiis evident 


from the following conversation between Dusyanta and 
Madhavya: 


When I faced her she withdrew her glances from 


me; a smile bloomed though apparently from some 


other cause; her love she could not express out of 


modesty and it was neither fully revealed nor 


concealed.®° 
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Dusyanta further states: 


Before her departure from my presence, 
Sakuntalá freely expressed her feeling of love with 
bashfullnes. She went a step further and stopped 
under the pretext that her foot was pricked with a 
darbha grass; she remained with her face turned 
towards me under the pretext of extricating her 
bark-garment from the branches of a tree although 


it was not really entangled there.? ' 


The mental states that govern the rise of vipralambha-syngara 
are noticed in the case of Sakuntalá too. She was affected by 
agonizing pain of mind and abnormal thinness of body owing to 
separation from Dusyanta. Her female friend Priyamvada tells 


Anasuya, another female friend thus: 


Anasuya! Ever since our friend saw the royal sage 
> 


Dusyanta she is agitated in mind. Does this have 
any bearing upon the king? 82 


Anasüya asks Sakuntala thus: 


Dear Sakuntala, we are not conversant with the 
subject of love. But we have heard from itihasas 


the conditions of persons afflicted by love. We notice 
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those conditions in you. Please tell us the cause of 


your distress.83 


Sakuntala is actually enveloped by the condition, jadata. She is 
pining for Dusyanta. Her body has been ematiated and her limbs, 
slackened. The countenance has become pale. Standing behind 


the trees and observing Sakuntala, Dusyanta describes her thus: 


Her face has cheeks excessively emaciated; her 
waist has become extremely thin; her shoulders are 
exceedingly drooping; her complexion is pale. 
Tormented by love, she appears pitiable and at the 


same time charming to look at.* ^ 


Sakuntala is governed by the mental state abhilasa, i.e., 
Passionate longing for union with Dusyanta. She reveals her 


heart to her female friend thus: 


Ever since the royal sage, the protector of the 
penance-grove crossed the path of my sight, I 
have been reduced to this condition owing to my 


intense longing (abhilasa) to have him. 5 


Priyamvada asks Anasuya as to how the desire of Sakuntala 
could be fulfilled without delay and secretly.°* At this stage 
Priyamvada states: 
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The royal sage whose longing for Sakuntalà is 
indicated by his affectionate looks, appears these 
days emaciated because of absence of sleep due 


to separation from Sakuntala.®’ 


Priyamvada then suggests to Sakuntala that a love-letter 
be written and concealing it under flowers it can be 
delivered into the hands of Dusyanta. Sakuntala has 
thought out the content of the letter. Priyamvada suggests 
that it could be engraved on a lotus leaf by Sakuntala with her 


nails. Having done so, Sakuntala reads out the letter which is 
as follows: 


I know not your heart. But love, the ruthless one, 
exceedingly heats by day and night the limbs of 


mine, whose desires are centered in you.®® 


Then  Dusyanta marries her by the gandharva form of 


marriage. Thus the vipralambha-érrngàra had a happy 
ending in sambhoga-$rngàra. So far the portrayal of 


love in separation on the part of both Sakuntala and 
Dusyanta. 


Dusyanta has gone to his city after promising Sakuntalá 
that persons from the palace would go over and take her to th? 
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palace. Now Sakuntala is feeling the pain of separation. She is 
governed by the mental state vyadhi, i.e., affliction owing to the 
absence of union with Dusyanta. When Durvasa announces his 
presence at the hermitage, Priyamvada says to Anasuya that 
Sakuntalá is in the hermitage and she will take care of the guest. 
To this Anasüya says: “She is not present with her mind.”** 
Sakuntala thinking of Dusyanta only neither looks at something 
nor listens to anything. Her mind is vacant as it were. She is 
governed by the mental state, Jadata. Durvasa hurling his curse 


on her says: 


Your mind is not directed toward anything else. 
You are thinking of some one and so you do not 
take cognizance of my presence. And that person 
will not remember you even if when he is 


reminded.°° 


On hearing this Priyamvada tells Anasuya that something 


unpleasant has happened. The absent-minded Sakuntala has 


Offended some person deserving wor ship.** Sakuntala has no 


knowledge of what has happene 
Durvása, begs him to forgive her loving 


she has committed for the first time in her life. D 


d. Anasüya falls at the feet of 
friend for the offence 


urvasa says to 


Anasüya: 
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My words will never become ineffectual. But the 
curse will cease at the sight of an ornament of 


recognition.° 2 


On hearing this Priyamvada says that the royal sage before he 
started gave Sakuntala, a ring wherein his name is engraved. 
And this is the saving feature. Sakuntala has lost the ring on 
her way to the palace wherein Dusyanta repudiates her under 


the influence of Durvasa’s curse. The separation caused by the 


curse and the pain and anguish and also other mental conditions | 


involved therein we shall deal with in chapter Seven entitled 


Sapakrta-vipralambha. 
To sum up 


Abhilasa—vipralambha or Prathamanuraga-—vipralambha 
noticed in the cases of nayika or nayaka or both evokes the 
feeling of rati mixed with pain and anguish in the mind of 4 
responsive reader. The superb portrayal of this type of $rngala 


in the dramas enhance their value and they are ranked as best 
specimens of uttamottama-kavya. 
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CHAPTER 4 


IRSYA-HETUKA-VIPRALAMBHAH 


Of the eight kinds of heroines, viz., prositabhartrka, khandita, 
kalahantarita, vipralabdhà, utka, vasakesajja, svadhinapatika 
and abhisarika, three experience separation from the beloved 
due to /rsyà. And they are: khandita, vipralabdha and utka. 
Irsya on the part of a nayika means intolerance of any rival for 
the possession of the nayaka whom she regards as her own. 
The effects of this are incoherent talk, anxiety, affliction—physical 
and mental, deep sigh, silence and shedding of tears.’ In this 
connection Trivikramamiéra in his commentary Rasamoda on 
the Rasamanjari cites a verse of the ancient writers according 
to which the nayika becomes intolerant when she knows the 
infidelity of her nayaka through her female friends, or infers 
when the nayaka talks about another woman in sleep, calls 


her by the name of another woman and bears the marks in 


his body due to enjoyment with another woman. Or she 


might have directly seen her lover in the company of another 


Woman.? 


https://archive.org/details/muthulakshmiacademy 


AR 


gaeemnecesisam 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


84 Irsya-Hetuka-Vipralarnbhah 


Trivikramamiéra states that the Khandita-nayika is one 
who is intolerant when she knows the infidelity of her nayaka 
and who is really angry with him.? Bhanudatta mentions five 
types of khandita-nayikas. They are mugdha, madhya, praudha, 


parakiya and samanyavanita. 
Mugdha-khandita 


Of these Mugdha is an young maiden in whom the freshness of 


youth has just started setting in.* This type of nayika is described 
thus: 


Lord Manmatha, the king of the earth has ordered 
the freshness of youth to abide in the body of a 
young girl who has lovely eyes similar to that of a 
deer at the auspicious time of her attaining youth. 
Her lovely eyes invite the wagtail, a small bird with 
a long tail; her beauty of the face invites the moon 
and her speech invites the nectar to Witness the 


presence of the freshness of youth in her body.” 


Owing to intolerance caused by her lovers amorous activities 


with another woman she longs to ask him but because of 


shyness does not do so. She conceals her jrsya. This is 
illustrated thus: i 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


Portrayal of Vipralarnbha-Srngara in some dramas 85 


The nayika having seen the signs on the chest of 
her nayaka—the signs of having had enjoyment 
with another woman longs to enquire about it. The 
nayaka, however, closes the eyes of his beloved 


with his hand.5 


In this verse mugdha is identified as navodha or the one who 


got married recently. The latter Bhanudatta illustrates thus: 


Although she is got hold of in the hands, placed in 
the bed and embraced, yet she attempts to go out 
of the bedroom. She could be persuaded by one 
who could hold mercury in a solid form in his 


hands.’ 


Such a type of nayika although she does not react violently on 
noticing the infidelity of her nayaka would be mentally separated 


from him out of intolerance and anger caused by it. There is rati 


of vipralambha type in her case. 
Madhya—khandita 


This type of nayika will have a passionate longing to have union 
with her nayaka. But she remains separated mentally from him. 
Knowing his infidelity she-does not react. This type of nayika is | 
illustrated thus: | 
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Even after noticing that her lover’s chest bears the 
marks caused by the embrace of another woman, 
the nayika does not take a long deep breath 
expressing sadness. Nor does she utter harsh 
words. But in the morning under the pretext of 
washing her face she just keeps her tears from being 


seen.® 


On account of ¡rsya or intolerance noticing the infidelity of her 
lover, the nayika remains mentally separated from him. She does 
. not react violently. It is because, as Sesacintamani, the author 
of the commentary Parimala on the Rasamafjari states, she 
thinks that if she does so then there is every possibility of the 


lover becoming more indifferent towards her. 


Herefrom it is known that the nayika has rati towards 


her lover. But she remains separated from him out of irsyd. 


Praudha— Khandita 


This type of nayika is one who is angry with her nayaka for his 
unfaithfulness. She remains mentally Separated from him. But, 
unlike the nayika of madhya- khandita type, she reacts although 
not violently. In other words, she Would make known to the 


nayaka of her displeasure. This type of nayika is illustrated bY 
Bhanudatta thus: 
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A nayaka tells his friend thus: 


My nayika has noticed the red colour of alakta which 
pertains to the feet of my other beloved and which 
is spread on my face when | fell at her feet to pacify 
her. She bent her head and remained as if presented 
in a portrait. She did not use harsh words. Nor did 
she shed tears or take deep sigh. But in the morning 


she just placed the mirror in front of me.!° 


The nayika is deeply attached to the nayaka. But out of anger 
caused by ¡rsya she remains mentally separated from him 


without having any union with him. 


Kalah.intarita 


Having come to know the clandestine activity of the nayaka 
with another woman, the nayika insults him by words and 
actions. Later on she repents for her behaviour. The repentance 
is due to her deep love, rati towards him and the initial rude 


behaviour is due to /rsya or intolerance that he has been 
unfaithful." 


Trivikrama Misra in his commentary Rasamoda makes 


a distinction between two types of nayikas, pranaya-manavati 


and pranaya-kalahantarita and points out terfinetsniaderet 
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difference between the two. Pranaya-manavati is one who 
does not insult her nayaka although she knows fully well 
that he has been unfaithful to her. She remains separated 
from him with deep and painful mental distress that she 
has been humiliated by him. Pranaya-kalahantarita is one 
who insults her nayaka as he is unfaithful to her and later 
on repents for her behaviour. It must be noted here that both 


are governed by intense love or rati for their respective 
nayakas. 12 


Being separated from their respective nayakas, both the 
types of nayikas will be unable to distinguish between what 
only seems to be and what actually is. They will be affected by 
mental distress. Expressing their sorrow with deep sigii they 
will be uttering incoherent words. *? 


Bhanudatta classifies kalahantarita type of nayika into 
four kinds: mugdha-kalahantarita, madhya-kalahantarita, 
praudha-kalahantarita, Parakiya-kalahantarita, and 
samanyavanita-kalahantarita. Of these, the last two are 


excluded because they have no bearing upon the nayika of good 
family and character. 


The mugdha-kalahantarita, Bhanudatta illustrates thus: 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


Portrayal of Vipralarnbha-Srngara in some dramas 89 
22 EE EE eas 


The nayika does not pacify due to bashfulness, her 
nayaka whom she has despised on account of his 
unfaithfulness. She does not reveal anything to'her 
friends. When the gentle breeze from the Malaya 
Mountain blows —the breeze that would accelerate 
the sorrow born out of separation from the nayaka— 


she remains with a vacant mind." 
Madhya — kalahantarita is illustrated thus: 


The nayika deeply affected by the infidelity of her 
nayaka wants to reveal her state of mind to her 
friends. For sorrow will be lessened only when it is 
shared with one’s friends. But she does not do so 


due to bashfulness. So with head bent down she 


stands before her friends. * 
Praudha— kalahantarita 
This type of nayika is illustrated thus: 


Being exasperated beyond endurance or being outraged 


by the unfaithfulness of her nayaka, the nayika violently revolts 


against him although she repents for her behaviour later. 


The female friend of the nayika tells her: 
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Why have you expressed your anger to the 
nayaka with reddened eyes? Why have you 
intimidated him through overbearing threats by 
showing your forefinger in a contemptuous manner? 
Why have you in an aggressive way made a scene? 
Itis all adverse fate that has made you conduct like 
this.’ 


Herefrom we gather that this type of nayika, unlike the earlier 
types of nayikas, revolts violently against the nayaka; but 


because of the rati which she has towards him she repents 
later on. 


Apart from these types of nayikas there are two 
more types known as vipralabdha and utka. They too 
remain separated from their respective nayakas out of 


what may be called love-quarrel and feel the pangs of 


separation or vipralambha. This separation is caused by anger 


due to /rsyà. Each one is threefold as mugdha, madhyama and 
vipralabdha. 


The common definition of the three types of vipralabdha- 


nayikas is the one who is agitated by not Seeing her nayaka at 


the place of meeting fixed earlier 7 Of these the mugahá 
vipralabdha type of nayika is illustrated thus: 
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The nayika is taken to an arbour by her female 
friends who have promised that her nayaka will be 
there. Not seeing him there she is distressed and 
she could neither stay there not move out from 
that place. The arbour which is extremely pleasant 
has become one enveloped by forest-fire in so far 
as she is concerned owing to the unbearable feeling 
of excitement caused by separation from the 
nayaka."® This type of nayika has the feeling of 
love or rati which, however, is subdued by 


bashfulness. 


Madhyama and vipralabdha 


The nayika comes to the pleasure-house at the 
appointed time. Not seeing the nayaka there she 
expresses her sorrow with deep sigh, she speaks 


hesitantly, with her eyes half-closed, the betel-leaves 


half-chewed.!° 


Here the nayika is characterized as madhyama type as in her 


the two feelings of bashfulness and love are equally predominant. 


Out of bashfulness she does not express her feelings fully, 
ds her nayaka she feels the pangs of 


and 


Out of intense love towar 


separation from him which we gather from her actions. 


8 
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Praudha-vipralabdha 


This type of nayika is overpowered by the feeling of love or rati. 
In her case the feeling of bashfulness remains subdued. She is 


illustrated thus: 


The nayika who has gone to the meeting 
` place does not find her nayaka who has promised 
to be there. She does not send her messenger 
to the nayaka to bring him. Nor does she ask 
her attendant about the whereabouts of the 
nayaka. Knowing fully well that the God of love is 
always disposed to inflict distress, she prays to Lord 


Siva—the conqueror of the God Of love— to 
protect her.?° 


The point that is of relevance here is that all these types of 
nayikas have rati or love towards their respective nayakas 
although they lack fidelity and they experience the pangs of 


separation. A responsive reader would experience the rasa, 
vipralambha-srngara. 


Yet another type of nayika known as utka experiences 
distress on account of separation from her nayaka. She is not 


certain about his unfaithfulness, She only indulges in suspicion 
s 
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regarding his infidelity and she is pondering over the possible 
causes of her nayaka not turning up. Such a type of nayika is 
threefold as mugdha, madhyama, and praudha. They express 
their sorrow born out of separation and will be looking at with 
indecision and with vacant fixedness. They will be crying without 


being known to others.” 
Mugdha—utka 


This type of nayika is overpowered by the feeling of bashfulness 
with her feeling of love remaining unexpressed. She is illustrated 


thus: 


The nayika has been waiting for a long time for her 
nayaka to come at the place already identified. 


When he does not turn up she ponders over the 


cause of his indifference and surmises that he must 


be with another lady. Yet she does reveal her mind 


to her friend out of bashfulness. With her cheeks 


turned pale she is sitting with a far-away look.” 


Madhya—utka 


In the case of this nayika the feelings of love and bashfulness 


Will be equally balanced. She is illustrated thus: 
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The nayika says: the messenger has gone to bring 
my nayaka. Yet she has not yet returned. Is my 
nayaka afraid of reptiles on the path during night? 
Is he angry with me for having insulted him? Thus 


pondering over she sheds tears.” 


Herein we find that the nayika is silent, pensive and restless. 


| She remains separated from her nayaka. 


Praudha-utka 


| 
| 
| 


This type of nayika is overpowered by the feeling of love with 
bashfulness completely subdued. She expresses her feeling of 


love in an explicit manner. An illustration of this type of nayika 
is as follows: 


The nayika- a gopi addressing the arbour as 
brother, the mango tree as relative, the night as 
mother and darkness as father asks each one of 


them as to why Lord Krsna has not yet come here 
to meet her.” 


Simhabhupala in his Rasarnava-sudhakara deals with eight 
types to Srrigara-nayikas. Of these, virahotkhandita, khandita, 


kalahantarita and vipralabdha types of aee alone. paver? 


bearing upon vipralambha rati born out of irsya or intolerance: 
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The virahotkhandita type of nayika is the one who 
is waiting for her nayaka for a long period of time with 
anguish of fear that he may not turn up. She will be affected 
by mental distress, tremor in body, emaciation of 
limbs, disinterestedness, shedding of tears and 


discomposure.?* 
He illustrates this type of nayika thus: 


When the beloved does not turn up for along time, 
the nayika becomes anxious. She does not take 
delight in honey, the southern breeze, and the 
mango tree with tender leaves. She does not take 
cognizance of the falling off of her bangles from 
her wrists, which have become emaciated out of 
sorrow caused by separation. She sheds tears on 


hearing the note of Cuckoo and has tremors in her 


body.” 


Khandita - nayika is the one whose beloved does not turn up 


during night but turns up in the morning bearing in his body the 
another woman. She will be anxious 


y disinterested towards objects 


marks of enjoyment with 
heaving a sigh of sorrow. Totall 
of enjoyment, and shedding tears sh 


manner. She will be confused in mind. 
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This type of nayika is illustrated thus: 


Seeing her beloved in the morning bearing in his 
body the marks of enjoyment with another woman, 
the nayika out of intolerance speaks in a rude 
manner out of anger. In a pensive mood she 
wanders aimlessly in her house, heaving a deep 


sigh and shedding tears.” 


Kalahantarita is the one who blind with rage has forced her 
unfaithful nayaka out, the nayaka who has fallen at her feet to 
calm her in the presence of her friends. Later she deeply repents 
for her rude behaviour. She will be confounded, mentally 
distressed, deluded and talking much in an incoherent manner 


heaving deep sigh and feeling feverish.?8 


Vipralabaha is the one who has been deliberately misled 
by her nayaka and who waits for him in vain. She will be dejected 


and oppressed by anxiety and sorrow. She will faint and heave 
a deep sigh. 


This type of nayika is illustrated thus: 


The nayika tells her friend that the moon has arisen 
but her beloved has not turned up. She is cheated 


by him, the deceitful one. She is undecided whether 
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to ask her friend to take her to her house or to his 


home.? 


Bhanudatta in his Rasamafjari states that the root-cause of 
vipralambha or separation due to irsya or intolerance is 
discernment of unfaithfulness on the part of the nayaka. Knowing 
that her beloved has amorous dealings with another woman, 
the nayika is distressed and although she has rati or love toward 
the beloved, yet out of intolerance avoids him for the time being. 


An illustration of this which Bhanudatta gives is as follows: 


A nàyikà tells her female messenger whom she has sent 
to her beloved's place to bring him, but who has had amorous 


dealings with him thus: 


“Oh, my friend, you had gone to the bower only 
and not to the house of the sinful one. For, the 


filaments of the red blossom of the Kiméuka creeper 


are noticed in your body." 9? 


The statement of the nayika, through vyahjana-vrtti, implies the 
sense that the female messenger has had amorous dealings 
with her beloved and so she is unfaithful to her. And the point 
that is of relevance here is that the nayika feels the pangs of 
Separation from her beloved and is distressed to note that he 
has been unfaithful to her. She is anya-sambhoga-duhkhita. 
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The nayika who is angry toward her beloved on account 
of intolerance or jealously that the beloved is associated or 
attached to some other woman is known as manavati. And 
mana is anger and it may be feeble or moderate or intense.?' 
Of these, anger that is feeble can easily be removed; the second 
one, with some difficulty and the last one with great difficulty. 


That which could not be removed will result in rasabhasa.* 


The nayika becomes angry on noticing her beloved in 
the company of another woman. And the anger is feeble in 
nature. This is illustrated thus: 


A female friend tells the nayika thus: 


Your body is wet with sweat; it is horripilated. All 
this is due to your noticing the beloved looking at 
the other woman. | do not know whether pride or 


self-esteem will have any place in you.* 


From the above it is clear that the nayika does not have pride 


although she is distressed; she is attached to the nayaka as 
she has rati toward him. 


The second type of anger is caused when the nayaka 
calls the nayika by the name of the rival mistress. It could be 
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removed by making false promises.** An instance of this is as 


follows: 
The nayaka tells the nayika who is angry thus: 


I have called you by a wrong name. It is purely out 
of delusion. You should believe this. If not, I shall 


swear by catching hold of the Lord of the serpent.” 


The third type of anger is caused by noticing the marks on the 
body of the nāyaka — the marks resulting from the enjoyment 
of another woman. It could be removed with great difficulty, 


i.e., by falling at her feet and by giving her costly presents.” 


It is illustrated thus: 


Noticing that the forehead of her nayaka is stained 
with the colour of the red resin applied to the soles 
of the feet of her rival mistress, the eyes of the 


nayika have become red and flashed angrily.” 


Simhabhüpala in his Rasarnava-sudhakara sets forth in detail 
the vipralambha-rati. He designates it as mana-vipralambha. 
Mana is defined as controlling the desire to embrace the nayaka, 
although he is unfaithful, by refusing to accept him with negative 


38 
Words, when he makes advances to her. 
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This mana is of two kinds, one justified and the other, 
unjustified.” That which is caused by /rsya or intolerance falls 
under the first category. Intolerance results from infidelity of the 
nayaka who has amorous relationship with another woman. This 
infidelity may be ascertained directly, or through inference, or 


from the statement of the female friend.*? 


The infidelity of the nayaka ascertained directly is 


illustrated thus: 


The nayaka, under the pretext of kissing the cheek 
of the nayika kisses his mistress who is reflected 
therein. The nayika reproves him by saying “you 


commit this fault in my presence.""*! 


Here the mana of the nayika caused by intolerance of the nayaka 
being attached to his mistress is suggested by the expression 


“you commit this fault in my presence.”*2 


Infidelity of the nayaka inferred on three grounds: 
signs caused by amorous relationship, calling the nayika 


by a different name, and uttering the name of the mistress in 
sleep.* 


These three types are illustrated thus: 
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(i) The nayika on noticing the impress of the necklace 
on the chest of her nayaka tells him that he has 


' conducted well.” 


Here the nayika when she says “you have conducted well” 
means that the nayaka has committed a heinous act.* This is 


an example of daráana-janita- irsyamana. 


(ii) The second type of nayika, viz., gotra-skhalita-irsya- 


mana is illustrated thus: 
The nayaka tells his friend thus: 


With her eyes red, on account of intolerance caused 
by my calling her by the name of another woman, 
she chastised me by striking at me and, when I 
advanced towards her she uttered the harsh words 
“Do not touch me.” Her face was quite beautiful to 


E look at and Į dwell on it persistently in thought. ^? 


(iii) The third type of nayika who becomes intolerant on listening 


to her nayaka’s address in dream to her rival mistress IS 


illustrated thus: 


The nayika offered punishment by way of threat to 


the nayaka on hearing his dealings with his rival 
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mistress, which he narrated in dream. She wallowed 
in the bed and her bangles broke into pieces in 
that process. Her upper garment was drenched by 


her tears.” 


Anger caused by intolerance on knowing the unfaithfulness of 


the nayaka is illustrated thus: 
A female friend addresses the nayika thus: 


Carried away by the false report about your beloved, 
you became intolerant, humiliated him oftentimes. 
He has become so dejected that he is completely 
indifferent towards you even when you attempt at 
pacifying him. Now you weep and wipe off your 


tears with your finger.” 


Of these, anger caused by intolerance for no valid reason will 
be removed by lovely smile at each other by the nayaka and thé 


nayika.“° 


But the anger caused by intolerance on valid 
grounds will be removed by persuasion (sama), censure 
by female friends (bheda), offering of presents (dana), 
prostration (rati), indifference (upeksa) or some other contrary 


factor.” 
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Of these, persuasion or sama consists in pacifying the 
nayika by addressing her with pleasing words. An illustration of 


this is as follows: 


A nayaka pacifies the nayika who is angry with him 


because of his unfaithfulness. He says: 


“I am your faithful slave. Do not entertain any 
doubt.” When he has said so she is extremely 
pleased and conducts herself in such a way that 
her self-esteem and friends do not know what has 


happened.” 
From this it is implied that she has embraced her nayaka.* 


Bheda is censure by the female friends of the conduct 


of the nayika.® An illustration of this is: 


The female friends advise the nayika to adjust 
differences with the nayaka in case she feels that 
their words are not to be disregarded. And the 
nayika, the fawn-eyed one, offered the libation of 


water to her mana or self-esteem with her tears.” 


Dana is offering presents to the nayika under some pretext just 


to soothe her anger.” 
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The nayika angrily tells the nayaka who is unfaithful thus: 


You give me these tender leaves to wear in the 
ears. But my ears are already filled with your 
disreputable activities. You, rogue, give me this bud 
(kalika); but you have already harmed me (kalih 


dattah) by being with another woman.” 


Nati is falling at the feet of the nayika to calm her. This is 


illustrated thus: 


Anayika who was angry with her nayaka shed tears 


of joy when he prostrated at her feet.” 


Indifference (upeksanam) is remaining silent.” This is ili strated 


thus: 


The nayaka sits in the bed silently at the feet of the 
nayika, to calm her. Her anger has calmed down 


and she caresses the hair of his head.” 


Rasantara is one of the ways of pacifying the anger of the 
nayika. lt is defined as follows: rasantara is only a false 
presentation of fear, etc. It might occur by chance or caused 


intentionally. Of these, the first one is projected by divine 
direction.” 
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This is illustrated thus: 


In order to alleviate the anger of the nayika, the 
nayaka falls at her feet. At that time there occurred 
thundering noise of clouds, which contributed tear 
that helped to lessen or remove the anger of the 


nàyika.9' 


The fear caused by the thundering noise of clouds is the mental 
state contrary to that of anger. And it removes anger. Here the 
thundering noise of clouds has occurred by divine direction 


without the intervention of the nayaka.” 


The second one is invented by the nayaka who 


possesses presence of mind.” An illustration of this is: 


The nayaka had had romantic relationship. with 
another woman which is known to the nayika. In 
order to pacify the latter, he pretended that his eyes 
have been defiled by the filaments of the red-lotus. 
In order to remove them, the nayika attempts at 


emitting a current of air with the mouth. She is 


pacified in that process. 


From what has been discussed so far, it would have become 


Clear that there is a painful feeling of separation on the part of 
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the nayika from the nayaka. This separation is caused by anger 
due to intolerance of the nayaka’s romantic relationship with 
the rival mistress. This relationship may be false or true; might 
have been seen directly or inferred or heard. Whatever the case 
may be, the nayika remains separated from the nayika at least 


mentally. Since there is the feeling of love or rati this separation 


does not endure for long, as the nayika is easily pacified by the 


nayaka. The responsive reader would experience the 


vipralambha-srngara-rasa from these instances. 


In the drama, Ratnavali the kiing Udayana falls in love 
with Ratnavali who with her identity disguised is called Sagarika. 
The queen Vasavadatta becomes intolerant on knowing this 
without however displaying her anger. Here is an instance of 


vipralambha-rati associated with irsya or intolerance. The king 
pacifies her by saying— 


“Queen, should | say ‘Be pacified’, it would not 
be appropriate, as there is no anger (displayed); to 
say that | shall not do so again would be an 
admission of a fault; if | say there is no fault on my 
part, you will know it to be false. So dearest, I do 


not know what would be proper to say in this 
case. 
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Jn the third act of the drama, the queen Vasavadatta approaches 
the king in the guise of Sagarika. The king not knowing her 


identity addresses her thus: 


“My darling, Sagarika! Your face is the moon; your 
eyes are but lotuses; your hands resemble the day- 
lotuses; your pair of thighs are like plantain-stocks 
and your arms bear resemblance to lotus- shoots; 
O you, all of whose limbs provide delight, come, 
quickly without hesitation; embrace me and soothe 


my limbs languid on account of the fever of love.’ 


The king further addresses her: 


“Does not the moon of your face cause to fade the 
beauty of the lotus; does it not bring delight to the 
eyes; or does it not by its mere appearance cause 
the God of love who is like an ocean to swell? Not 
withstanding the presence of your face, this moon 
has arisen. If the moon is proud on account of the 


presence of nectar, then your face too has it in the 


bimba-like lower lip.”°” 


Casting off the veil, the queen Vasavadatta, angrily retorts at 
the king “I am truly Sagarika. With your heart entirely taken up 
by her, you see everything as Sagarika.”* 
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The king with folded hands begs her. “Be pleased, be 
pleased."* The Queen with suppressed tears says that these 


words relate to the other person.”° 


Herein the king tries to pacify the queen with pleasing 
words. But it is of no avail. He had not succeeded in getting at 


what he wanted. Then he states: 


O queen! My offence thus clearly seen, what shall 
I say? Still | submit here. Shall I, full of shame, O 
queen, wipe off with my forehead the reddish tint 
of your feet caused by red lac; but that which is 
caused by the eclipse-like anger on the moon of 
your face; | shall be able to remove only if 


compassion is shown to me." 


Here the king has adopted the two modes of pacifying 
the nayika, sama and rati, but since the Queen has directly 
learnt the nayaka’s infidelity is not pacified. When the queen 
moves away from the presence of the king, her aide, 
Kaficanamala requests her: “O queen! Be favourably disposed: 
If you go away leaving the great king who has fallen at your 
feet, then you are sure to feel remorse.” Here Kañicanamala 
adopts the mode of bheda to pacify the angry nayika, but it toO 


is of no avail. 
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Thus we see in this drama, the vipralambha or separation 
which the queen experiences on account of /rsya, i.e., 
intolerance of the rival mistress. He who reads this section will 


experience the vipralambha-srngara-rasa . 


In the drama, Malavikagnimitra, the king, Agnimitra and 
Malavika love each other intensely. Iravati, the queen happens 
to hear Malavika’s love towards Agnimitra from the conversation 
between Malavika and Bakulavalika. When the king approaches 
Malavika in the garden, Iravati, sees them and becoming angry 
owing to intolerance says within herself that the king is unfaithful 


to her.” 


Malavika who was there under the command of the 
queen Dharini to perform the act of dohada to the Agoka tree 


was about to leave. And the king says: 


I have not for a long time borne the flower of 
happiness; with the nectar of touch do you satisfy i 


the longing of one who has relish left for nothing 


else now.” 
At this juncture, ]rávati presents herself suddenly and angrily 


Shouts: 
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Satisfy, satisfy; the Agoka may or may not bear 
blossoms; but this on the other hand would not 


only flower but also bears fruit." 
The king then addresses Iravati thus: 


Darling, I care not for Malavika. ] was amusing 


myself, as you were late." 


When Iravati was about to move away, the king falls prostrate 
at her feet. Even then, she says that these are not Malavika’s 


feet to fulfill your longing to be touched by them.” 


To sum up 


From the above account we gather that separation, although 
mentally, results between the nayika and the nayaka owing to 
anger caused by distrust, suspicion, and enviousness of the, 
nayika and a responsive reader or the one who witnesses the 
play will surely experience the irsya-hetuka-vipralambha- 
Srngara-rasa. Sri Harsa and Kalidasa have portrayed this rasa 


in an exceedingly fine manner in their works. 
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VIRAHA-HETUKA-VIPRALAMBHAH 


Mammata in his Kavya-praka$a makes a five-fold classification 
of vipralambha-rati based upon abhilasa, viraha, iráya, pravasa 
and Sapa. Jhalakikara in his commentary entitled Balabodhini 
brings out the distinction between abhilasa-hetuka-vipralambha 
and virahahetuka-vipralambha thus: abhilasa means passionate 
longing on the part of nayaka and nayika to have union with 
each other. Two may remain at different places, but the 
separation is not due to the nayaka having proceeded on a 
journey. viraha, on the other hand, is nayika may remain in one 
and the same place. And, either of the two will not have love 
towards the other. In case both are attended to each other, 
or shyness resulting from the presence 


yet, owing to bad luck 


of elderly people there is no union between the two. And this 


kind of separation is known as viraha. The rati present in each 


one for the other will develop into the form of vipralambha- 


Srnigara-rasa.' 
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This type of viraha-vipralambha-srngara is delineated in 
an exceedingly delectable manner by Bhavabhüti in his drama | 
Malatimadhava. Malati, the offspring of the minister, Bhúrivasu 
and Madhava, the of spring of the minister, Devarata love each 


other intensely, but there is no union between the two out of 


shyness or bashfulness. Kamandaki of the Buddhistic order 
has been entrusted by Bhúrivasu with the task of bringing in 


the marriage between Malati and Madhava. She says: 


The news of the mutual love between Malati and 


Madhava. is well known to the world.” 


She further states: 


Malati, stationed at the lofty window of e topmost 
room of her mansion, oftentimes beheld Madhava, 
constantly passing through the royal path close by, 
like Rati beholding Kama himself in a new form. 
Her passionate longing has grown intense; and, 


she has been pining away with her limbs extremely 
languished.? 


Avalokita, Malati’s foster-sister has informed Kamandaki that 


Malati has drawn a portrait of Madhava for diversion; and, 
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Madhava has been sent to the Makaranda garden where the 
festival in honour of Manmatha has commenced. Since Malati 
is to go there, the two might see each other. And Madhava 
sees her there. In the Makaranda garden, Makaranda, a friend 


of Madhava sees the latter in a love-lorn condition. 


Madhava’s gait is slow; his looks vacant; his body 
has lost its lustre; his sigh is deep expressive of 
grief; the command of the God of love wanders 


unobstructed over the world.” 
Madhava with a deep sigh says to himself thus: 


Having dwelt on her countenance lovely like the 
moon, my heart has instantaneously overcome 
shame; set aside good manners, uprooted fortitude 
and the power of discrimination. Finally it has 


returned to me with great difficulty." 


He proceeds to say: 


In her presence my heart was benumbed. Every 
other feeling had vanished. It was full of ecstatic 
joy as if it has plunged in to the ocean of nectar. 


But it writhes as if burnt by a live-coal.* 


a hat has happened to 
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him, the latter says: 


I was weaving a garland in the Makaranda garden. 
Then, from the interior of the temple came out a 
maiden who was as it were the moving banner of 
the God of love. She is the guardian deity of the 
treasure of beauty or the abode of the store of the 
essence of loveliness. Certainly, the moon, 
ambrosia, the lotus-stalks, moonlight and the like 


constitute her material cause and the God of love, 


the efficient cause.’ 


] observed in her the effects of a consuming passion 
that appeared to have been growing for a long 


period of time toward some very fortunate youth.” 


It is because her body was as languid as a lotus- 
stalk crushed. She carried out her duties only when 
insistently begged by her attendants. Her cheek 
was as white as the newly-cut piece of the tusk of 


an elephant. It possessed the beauty of the moon 
free of spot.” 


He continues: 


Then her friends, with the sportive movements of 


their eye-brows; having said, “This is he” and 
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having looked at me exchanged significant 


glances.'? 


I became the object of her varied glances with eye- 
brows upturned and half-closed, stretched at the 
corners, and somewhat contracted when they met 


me eyes." 


“And then, while going, a side glance steeped in 


nectar and venom was planted in my heart.”*? 


“Erom that time onwards some change 
stupefies me and afflicts me. It defies description. 
It has not been experienced by me earlier. It is 
fathomless and it has wiped off my power of 


discrimination.” 


Madhava’s love-lorn condition is unbearable. He further says: 


I am not able to identify an object that exists before 
me. In regard to the import of the Sastra-s studied 
by me, | am unable to have a feeling of certitude. 
The fever of my affliction cannot be cooled down 
by a lake or by the moon. And my mind wanders 
aimlessly entertaining belief based on mere wishes 


and not on facts. 4 
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Madhava continues to state: 


He took off the garland of the bakula flowers from 
his neck and gave it to Malati who accepted it 


saying that it was great favour.'* 


At this stage Makaranda the friend of Madhava states that he is 
happy that Malati’s love which has become intense and is 
indicated by her pale cheeks is with reference to Madhava. 
Kalahamsa, the attendant brings the portrait of Madhava drawn 
by Malati and informs that the purpose of Malati in delineating 
the picture of Madhava is only a diversion of her passionate 
longing to have union with Madhava. Makaranda asks Madhava 


to draw the picture of Malati which he does inscribing a verse 
in Sanskrit which is as follows: 


Inordinary experience, they are several objects such 
as the new digit of the moon which are naturally 
delightful and which victoriously shine forth. But as 
far as | am concerned, if Malati, the moon-light to 
my eyes comes within the range of my visual 


perception, then I shall view it as a great festival. '9 


Mandarika, a friend of Malati comes and takes the picture- 


board. Deeply afflicted by separation from Malati, Madhava 
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addresses the breeze to envelop his body after having gently 
embraced Malati—the fair one with tremulous eyes." He further 
states: “Some fearful fever rages through his body. The senses 
are robbed of their power of perception; and heart burning 


internally has become one with Malati.>** 


These were the poignant feelings of Madhava owing to 
separation or viraha fom Malati. Malati too was experiencing 
the same mental afflictions owing to vere from Madhava. She 
has drawn the picture of Madhava. When Lavangika, her female- 


friend shows her picture drawn by Madhava, Malati says: 


“Although it is a great consolation to me yet a doubt 
lingers in my mind that the portrait of mine has 
been drawn by my friends who, to make me 


cheerful, have passed it on to me saying that it is 


19 


drawn by Madhava. 


She then reads the Sanskrit stanza inscribed in the portrait and 
says: 


Your words are as sweet as your form. Your sight 


is pleasing for the time, but causes sorrow 


afterwards (when you are notin sight). The maidens 


who do not see you or these who having seen you 
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are capable of controlling their minds are very 


fortunate.?? 


Lavangika tells Malati that the portrait is chiefly intended 
to console for a moment one whose heart (i.e. Malati herself) is 
being burnt by the unbearable affliction caused by passionate 
longing for an unattainable object (i.e., Madhava). You are 
afflicted by separation from him who, in turn, is afflicted due to 
separation from you.” She further tells her that that person, on 
whose account Malati, is pining away, is also made to know, by 
the God of love, the unbearable nature of grief that would ensue 


from separation (viraha) from one’s beloved.” 


Malati, on hearing the words of Lavangika, we :ps and 
wishes happiness to Madhava. With tears in her eyes she says 


that her hope of attaining him will never materialize. She further 
states: 


The torturing affliction of my heart, like a venom, 
Spread: throughout the body. It blazes forth like 
fire free of smoke; like a destructive fever, if 
oppresses each and every limb. (Hence | shall soon 
die; and, let the person be happy). Neither my father, 
nor my mother, nor even yourself could afford 


protection to me. Y 
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Lavangika, then tells her that meeting of good persons gives 
pleasure in their presence but causes unendurable pain in their 
absence. And Malati has been greatly tormented on having a 
closer view of him. Ever since she saw him through the window, 
she started viewing the moon as blazing fire and her life was in 
danger owing to the ruthless function of the God of love. And 
she tells her that union with one whom she loves is the 
commendable fruit of desires that are unattainable in this world. 


To this Malati says: 


I alone am to be blamed in this matter. 
I am degraded by immodesty; without 
any shame whatsoever, J looked at him again 


and again.” 


She continues: 


Let the moon with all its digits blaze inthe sky night 
after night. Let Manmatha burn me; what harm 
could he do to me further that death? As far as 
] am concerned, my illustrious father, noble mother 
descended from a pure race, and my family having 
impressive ancestry are dear most to me; neither 


this person, nor my life.” 
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Malati exercises absolute modesty out of reverence 
towards her parents and her lineage. Yet she has a 
passionate longing to have union with Madhava. The 
separation from Madhava tells on her. Kamandaki on noticing 


her states: 


Her limbs are emaciated. She is graceful like 
the interior of a living plantain tree; she gives delight 
to the eyes like the moon with a single digit left; 
she is reduced to a pitiable condition owing to the 
burning heat of the fire of love. This blessed girl 
pleases our mind and at the same time makes it 


tremble. 


“Possessing a face the cheeks of which are pale 


and dusty, she looks all the more charming.””2” 


“Verily she is enjoying the union with her lover 
mentally.”28 


“The tie of her lower garment is slackened; 
her lower lip is quivering; her arms are drooping; 
she is perspiring; Her eye is full of terars; a little 
contracted, affectionate and pretty; Her limbs 


are motionless; her bud-like breasts are heaving 
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continuously; and there is stupor and 


consciousness.?? 


Here, Malati is prepared to bear separation from Madhava by 
exercising absolute modesty in order to keep up the fair name 
of her family, although she has rati or passionate longing to 
have union with Madhava. This is a clear case of vira-hetuka- 
vipralambha as distinct from other types of vipralambha caused 


by abhilasa, etc. 


Amarukavi designates love in separation between lovers 
before the stage of fulfilment or actual union as ayoga. He 
devotes three lyrics to illustrate this type of separation or viraha. 


The first one is: 


A female friend tells the nayika thus: 


O charming one! Who is the fortunate one 
expecting whom you are to-day looking with languid 
eyes? Your eyes overflow with love and close 
themselves time and again. They look at the nayaka 
directly and then, out of bashfulness, flicker to and 
fro and move away for a moment. The feeling of 


love resting in your heart is revealed by them 


unconsciously.” 
10 
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The second one is: 


A nayika unable to convey her feeling of love to her 


beloved tells her foster-mother thus: 


Enough of trust imparted upon friends. My shyness 
checks me from casting my significant and 
lovely glances upon my beloved who knows 
well my love for him. People around are shrewd 
enough to make fun of others. They are clever is 
discerning he significance of even the minutest 
gesture. O mother! To whom shall | resort? Will 
my heart which is the cradle of my love prove to be 


its grave?" 


The third one is: 


A female friend of a nayaka scolds the nayika 
thus: 


The nayika has transferred uninterrupted flow of 
tears to her kith and kin; passed on the distressed 
thoughts to her elders; transmitted her pain and 
sorrow to her attendants has caused concern in 


the hearts of her friends; her deep sighs expressive 
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of grief afflict her severely. To-day or tomorrow she 
will attain the highest bliss (i.e., death). Be at ease. 
She has not delivered the grief caused by separation 


to anyone else.” 


These three verses illustrate the mental and bodily 
conditions of the nayika who feels the pangs of separation 


from her beloved. 


Mammata in his Kavya-prakaSa gives the following as 


an illustration of vipralambha caused by viraha: 


The mental state of a nayika whose lover has not turned 
up during night owing to shyness or the presence of elders is 


described thus: 


*The very statement that he would have 
gone to some other maiden's house is 
reprehensible; he does not have such a friend 
who will take him to the house of another maiden. 


It is not that he does not love me. Yet he has.not 


come it is all due to fate." With these thoughts the 


nayika wallows around her bed without going to 


sleep.” 
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These are the instances of vipralambha caused by viraha. This 
type is different from the other types of vipralambha caused by 
abhilasa, etc., The principle that underlies this type of 
vipralambha is that it results from separation between the nayaka 
and the nayika, the union of whom is checked by bashfulness 


or the presence of elders. 
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CHAPTER 6 


PRAVASA-HETUKA-VIPRALAMBHAH. 


Separation between a nayika and nayaka in close union caused 
by journey undertaken by the nayaka is known as pravasa- 
hetuka-vipralambha. Simhabhüpala in his Rasarnava— 


sudhakara defines this type of vipralambha as follows: 


Pravasa consists in holding back the union of a nayika 
and nayaka who were already united by stationing the nayaka 
is a different place.' The separation caused by pravasa too is 
termed so.? Excepting the four factors, viz., happiness, pride, 
lustful passion and shyness, all the other vyabhicari-bhavas 


relating to rati or intense love must be applied here.” 


Among the eight varieties of the Srigara-nayikas, this 
type of vipralambha-Srngara has relevance to the prosita- 


bhartrkà. Bhánudatta defines this type of nayika as follows: 


Prosita-bhartrka is one who is in sore trouble or in pain 
Of mind or body owing to separation from her beloved who has 


gone to a far-away place.” 
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Prosita-bhartrka is of three types: mugdha, madhya, and 
praudha. Bhanudatta gives the illustration of the mugdha 


prosita-bhartrka thus: 


The nayika separated from her husband who has gone 
to a remote place endures the unbearable suffering somehow. 
She does not share it'with her friends. Out of shyness that her 
friends may come to know of her suffering, she does not lie 
down in the bed made up of aquatics plants. Her speech is 
indistinct expressive of grief. She does not shed tears; and, the 


amount of grief she bears, only the God of love knows.” 


The prosita-bhartrka of madhya type, Bhanudatta 
illustrates thus: 


A nayika tells her female friend thus; 


The garment, bangles in the hands, and the golden 
waistband, are the same. But now when the bees 
make pleasing sound (owing to the advent of the 
spring season), the garment, etc. give forth 


unbearable mental distress. O friend! What is the 
cause.® 


The type of nayika known as praudha prosita-bhartrka I 
illustrated thus: 
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The moment Lord Krsna has left the Gokula, the 
garland made up of fresh lotus petals, the pearl 
necklace, and the golden waistband which the 
nayika was wearing have also moved away. The 
garland became withered, and the necklace, 
shrivelled; the waist-band has fallen down. And the 
bracelet has reached the wrist just to find out 


whether there is the beating of the arteries.’ 


Apart from the eight kinds of $rnigara-nayikas, Bhanudatta 
mentions one more nayika and designates her as prosyat- 
patika. She is the one who is afflicted when she comes to know 
that her beloved is about to leave for a distant place. She is of 
three kinds: mugdha, madhya, and praudha. Bhanudatta 


illustrates this type of nayika thus: 


When the beloved says that he will be leaving for a 
far-away place soon, the nayika, out of grief, bends 
her head down. Her friend hides herself behind a 


bower and gives the sound of a Cuckoo.? 


The purpose behind giving the sound of Cuckoo is to indicate 


the nayaka about the advent of the spring season, the knowledge 


of which may prevent the nayaka remain separated from his 


beloved. 
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Madhya-prosyat-patika is one who possesses in equal 
degree shyness as well as passionate longing for union with 


the nayaka. Such a one is illustrated thus: 


When the beloved informs her nayika that he would 
be leaving, she does not sigh out of sadness. Nor 
does she shed tears. But the lock of her hair 
becomes dishevelled and falls at her forehead as if 
to read the lines there with a view to find out the 


days of her survival.” 


Unlike the Mugdha type of prosyat-patika, this one expresses 
her sadness resulting from her knowing that she will be 
separated from the nayaka. '? 


Prauda-prosyat-patika, unlike the previous two types of 
nàyikas, gives full expression to her sadness when she comes 
to learn about the departure of her nayaka. Bhanudatta 
illustrates this type of nayika thus: 


Radha, the beloved of Lord Krsna tells the 
latter who is about to leave *Are the sandal 
paste, betel leaves, etc., which my female 


attendants offer me intended as offerings at my 
funeral rites? ! 
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Here Radha expresses her grief by indicating that she will die 


the moment Krsna leaves her. 


Simhabhupala in his Rasarnava-sudhakara refers to 
three kinds of pravasa caused by intentional activity, unknown 
agency, and curse. Of these, pravasa caused by curse and the 
resulting pain or grief comes under $apa-hetuka-vipralambha. 
And, pravasa caused by intentional activity is threefold: past, 


future, and present. The past one is illustrated thus: 


Indra has made áaci's hair which falls over her pale 


cheeks bereft of Mandara flowers for a long period of time. For, 
he was quite often invited by the king Aja who was performing 
sacrifices in an uninterrupted manner.'2 Indra has always been 
-away from his abode as he was present in the sacrifices 


performed by Aja. This has caused pangs of separation to Saci. 
Pravasa that is going to occur at near future is illustrated 
thus: 


The nayika tells her nayaka who will be leaving for a far- 


away place thus: 


O dear! Please go. Enough of futile speech. Fateis 


adverse to me. You need not worry about my body, 
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which is emaciated by the thought of your leaving 
me and towards which you extend utmost care. 


But it will soon become devoid of life. ° 


Pravasa that occurs at the present time causing grief is illustrated 


thus: 


When the nayaka says that he is leaving for a 
faraway place, the speech as well as vital-airs 
remaining in the throat combat with each other to 


come out of the body first.** 
Pravasa caused by unknown agency is illustrated thus: 


King Vikrama says: May she have, by her divine powers, 
remained concealed through anger? (But no), she cannot cherish 
anger for long. May she have fled up to heaven? No, that cannot 
be; her heart is full of love towards me. Nor can the demons 
take her away from my presence. And yet she is completely 
invisible to my eyes. What a sad fate is this! 15 


Here for separation from the beloved no visible cause 


could be identified. Hence it must have been caused by fate. 


Separation between Rama and Sita caused by Ravana’s 
abduction of Sita owing to fate is best described by Valmiki. 
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Lord Hanuman when he sees Sita in the ASokavana at Ravana’s 


palace describes the plight of Sita thus: 


She is emaciated because of fasting; she takes a 
long deep breath expressing sadness;'* her face is 
full of tears; she is in a pitiable position; she is 
like learning which has become enfeebled due to 
lack of repeated study;'? her mind is fixed on Rama; 
and, Rama’s mind is fixed on her. That is why both 


sustain their vital airs;'? 
Lord Hanümaàn describes the plight of Rama to Sita thus: 


Being separated from you, and always thinking of 
you, Rama does not shake off the reptiles that crawl 
over his body.? He is always in a pensive mood, 
overcome by passionate longing to have union with 
you, he does not think of anything else excepting 
you.? He is always awake; if, however, he falls 
asleep he wakes up immediately by uttering your 
name;? If he comes across some fruits, or flowers 
or anything that is pleasing to mind, he leaves a 


deep sigh full of anguish and addresses you by 


saying “ O beloved.” 


a, Bhavabhuti describes the plight 


arated from each other 


In the Uttararamacarit 
of Rama and Sita who are sep 
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on account of fate. When Rama has decided to abandon 
Sita to keep up the fair name of the Iksvaku race, he 


says: 


Consciousness has been put in Rama’s body 
simply to experience pain. My life resembles the 


part of a nail driven into the heart.” 


When Rama is in the forest when Sita is abandoned, he 


expresses his sense of grief born out of separation from Sita 
thus: 


My heart breaks under its heavy anguish but does 
not go into twain; my languid frame falls a victim to 
swoons; but it leaves not consciousness; the inward 


fire of sorrow inflames my body, but parts not life 
as under.” 


Addressing his citizens and countrymen, Rama in the forest 
says: 


Verily you did not approve of the queen’s staying 
in my house and, therefore, I abandoned her in the 
forest like a straw; nor did | mourn her loss. But 
the various objects of long familiarity move me; 


being helpless, | weep to-day: please forgive me. 
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In the final act of the drama, Rama swoons and Arundhati bids 
Sita to vivify him by the pleasing touch of her hand. She does 


so and Rama regains consciousness.” 


It emerges from the above account that grief caused by 
separation from the beloved is unbearable. And in the present 
case separation between Rama and Sita is caused by fate or 


sambhrama in the language of Simhabhupala. 


In the Abhijnanasakuntala, separation between 
Sakuntala and Dusyanta was caused initially by Dusyanta leaving 
for his capital from the hermitage after taking Sakuntala as his 
wife by the gandharva form of marriage. Sakuntala being 
separated from her beloved was intensely grief-stricken and 
was thinking of him alone to the exclusion of everything else. 
As her friend nasa puts it “she is not present with her mind.” 


She did not take cognizance of the arrival of the easily-irritable 


sage Durvasa, who cursed her thus: 


Thinking of whom with mind not concentered on 
anybody else, you do not take cognizance of my - 
presence nearby, he will not remember you even 
when he is reminded by you, just as a drunken 


28 
man will not remember the words he uttered. 
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The separation resulting from pravasa of Dusyanta from the 
hermitage of Kanva to his capital has ended in Durvasa hurling 
a curse upon Sakuntala. The details regarding the separation 
that resulted from curse, we shall deal with in the Chapter entitled 


«“Sapa-hetuka-vipralambha.” 


In the Amarusataka, separation caused by the nayaka 
leaving for a distant place is described well. For example the 
nayika embarrasses her lover who intends proceeding on a 
journey to a place which could be reached after hundred days. 
She asks him with tears trembling in her eyes, “O my beloved! 


Will you be back here before the end of the eighth part of the 


day, or later, or by to-morrow.” 


Here the grief of the nayika is indicated through her tears 
and also by her pathetic appeal.” 


A nayika, whose nayaka is about to leave for a distant 


place, addresses her life-principle (vita) thus: 


O! my life-principle! Your friends have left already 
when my beloved has planned to leave. The bangles 
have fallen down; the eyes have become rather dry; 


courage in me has already gone; and you alone 
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remain. Why do you remain here when your friends 


have gone??? 


Here the grief arising from the mere thought that one will be 


separated from the beloved is well-depicted. 


A nayika, tells her nayaka who is about to leave for a 


distant place thus: 


There are some who hold back their lovers about 
to set on a journey by tears or by falling at their feet 
or by some other similar acts. But I am fortunate - 
enough. Please go. You will hear my desired end 


after you leave.” 


Here the nayika indicates that due to the pangs of separation 


from the beloved she will die. 


A nayika, unlike many others, did not stand in the 
doorway when her beloved was about to leave. Neither did she 
fall at his feet, nor utter a word disapproving his attempt at 


leaving for a distant place. But he held him back by the flood of 


her tears.?? 


Amaruka depicts the nayaka who is grief-stricken 
because of separation from his beloved thus: 


1. 
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Frightened at the thunder ofthe cloud moving slowly 
owing to the burden of water within itself, the 
traveller separated from his beloved sang a song 
expressing his sense of grief arising out of his being 
separated from his nayika. On hearing the soul- 
stirring song, people gave up the thought of leaving 
their beloveds, and they once for all bid farewell to 


the act of undertaking journey.” 


A nayika tells his friend about the behaviour of her beloved at 


the time of his departure thus: 


Looking at the sky full of clouds, my beloved started 
telling “If you set out on ajourney........ ” and then 
stopped. She clasped my garment, started 
scratching the ground below with her feet. Full of 
grief she conducted in such a manner which cannot 


be described in words.” 
The nayika tells his friend about his beloved: 


“Those who go on journey meet again their kith 
and kin. You should not grieve over on my account. 
Your body has become emaciated beyond 
recognition”. When | spoke to her thus with tears 
in my eyes, she looked at me with tears checked 


indicating her firm resolve to die soon.25 
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The pitiable condition of a nayika who is expecting her beloved 


back from his journey, Amarukavi, describes thus: 


The nayika surveys the path by which her lover 
was to come back as far as the eye could reach. 
The day comes to a close, and darkness has set 
in. The roads have become free of traffic; and, her 
heart is filled with remorse. She takes a single step 
homewards, but suddenly turns back with the 


thought “could he not have come this moment.” 


The feeling of the nayaka who has gone on a long journey, 


Amarukavi describes thus: 


The traveller knows fully well that between him and 
his beloved there lie many lands, hundreds ofrivers 
to be crossed and also mountains and forests to 
be passed through; and so he cannot have even a 
glimpse of his beloved. Yet, he raises his head erect, 
stands on tiptoe, and with wistful eyes dried of tears 


sees over the direction where his beloved stays.” 


Anandavardhana in his Dhvanyaloka gives an admirable 


illustration regarding the vipralambha-rati related to pravasa. 


The nayaka was about to leave for a faraway. place, 


the nayika, bent her head out of shyness in the 
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presence of elders, controlled her anger and 
anguish, and never said “stop”. She only looked 
at the nayaka with significant side glances full of 


tears.” 


Abhinavagupta in his commentary Locana states that the 
expression “side glances” (tribhaga) is indicative of the 


uddipana-vibhava of pravasa-vipralambha. 
To sum up 


It is the inevitable part of life that the nayaka and the nayika 
have to endure long periods of separation owing to varied 
causes. But if the passionate longing to have union with each 
other endures, then vipralambha-rati is present and the reading 
of the account of such separated lovers would give rise to the 


aesthetic delight which is designated as vipralambha-érngara. 


Not only this. As Vi$vanatha states in his 
Sahityadarpanam that union between the nayaka and the nayika 
would give rise to ecstatic joy or felicity, only when there is prior 
separation. It is only when a garment is reddened first, if would 
acquire dense redness further.* It redounds to the credit of 


the poets of our land in depicting this type of Srngara in their 
literary masterpieces. 
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CHAPTER 7 


SAPA-HETUKA-VIPRALAMBHAH 


Separation between a nayika and a nayaka may be caused by 
a curse or a solemn appeal by a sage or a saint to a supernatural 
power to inflict harm of the form “let there be no union between 
the too.” The two or one of the two may suffer separation from 
the other as a result of such a curse. The poignant mental states 
that arise out of separation are unbearable, especially when 
one comes to know after the curse is lifted or she has acted 
under the spell of the curse. And separation between a nayaka 
and a nayika due to curse does not necessarily imply that the 
two shall remain in different places. They may stay in one and 
the same place without any chance of having union. The case 
of Pandu and Madri is an instance of this. They may also remain 


in different places as in the case of Yaksa and his wife, Dusyanta 


and Sakuntala, Vikrama and Urvasi.' 


Dusyanta after having married Sakuntala has departed 


for his capital by assuring her that his men will come and take 


her to the capital soon. Sakuntala was grief-stricken because 
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of separation from Dusyanta. Thinking of him to the exclusion 
of everything else, she did not take cognizance of the presence 
of Durvasa. The latter enraged by her indifference hurled a curse 
upon her to the effect that the person whom she is thinking of 
will never recognize her. This curse was known to her friend 
Anasüya who begged Durvasa to forgive Sakuntalá. Durvasa 
said: “My word cannot be otherwise; but the curse will be lifted 


or cancelled at the sight of an ornament of recognition.” 


Priyamvada, another friend of Sakuntala, consoles 
herself by saying that the royal sage has given a ring 


stamped with his name to Sakuntala; and, so Sakuntala has 
the remedy. 


Dusyanta under the irresistible influence of the curse has 
forgotten $akuntala. But he is agitated. When the lady 
Hamsapadika was singing, Dusyanta says: “Why have I become 


deeply anxious even without the separation of a beloved person, 
after hearing a song of this sort?” 


He further adds: 


When ‘on seeing delightful objects, and hearing 
sweet notes, a being, although happy, becomes 


longingly anxious. Then, he remembers in his heart, 
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without consciousness before- hand friendships of 
other lives that are permanent through mental 


impressions.‘ 


Later, when Sakuntala accompanied by Sarngarava and 
Saradvata and also by Gautami was presented before him, he 
could not recognize Sakuntala as his wife, owing to the over- 
whelming influence of the curse and he repudiates her. When 
Gautami lifts the veil of Sakuntala, Dusyanta observes her 
minutely and says to himself: “Not deciding whether this form 
of unimpaired beauty which is presented to me, was or was not 


accepted by me in marriage before, I am neither able to take or 


abandon".? 


He addresses the ascetics by saying that though 
reflecting attentively, I do not really recollect having accepted 
this lady in marriage. When Saradvata asks Sakuntalá to give a 
convincing reply to the king, she asks him: “Is it proper for you, 
having deceived this person so simple in nature, after an 
argument in the hermitage, to repudiate her now with such 


words? 


s that she seeks to sully his family and 


The king replie 
| e king that she will remove his 


degrade him. She then tells th 
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suspicion by the token of recognition, which move the king 
approves of. But the ring slipped as she was doing obeisance 
to the waters of Sacitirtha. When she was finally repudiated by 
the king, the preceptor of Dusyanta advises him that Sakuntala 
is in an advanced stage of pregnancy and if she delivers a child 
endowed with signs of universal monarch she can be taken 
into the harem. Otherwise she will be sent back to her father. 
When the preceptor was taking Sakuntala along with him; a 
lustre of the form of a woman, lifted ‘her up from afar and went 
towards the Apsarastirtha. The king after having been informed 
of this incident says to himself that he does not remember the 
daughter of the sage to be his wife; yet, his heart, which is 


exceedingly painful, convinces him. 


Later on when the king happens to see the ring, he 
recollects that Sakuntalá was married by him before and was 
repudiated out of forgetfulness. He is subject to severe 


repentance. The chamberlain describes the state of Dusyanta 
thus: 


He abhors the delightful. He is not daily waited upon 
by ministers as before. He spends Sleepless night 
in rolling about on the edge of his couch. Out of 


politeness he gives suitable address or words to 
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the ladies in the harem. But in that process he 
blunders in their names and remains embarrassed 


with shame for a long time." 


The celestial nymph, Sanumati was watching the activities and 
the conditions of Dusyanta. She says that Sakuntala too, 
although disrespected by rejection, prays for the king. The king 
says: 

The wretched heart, which slept previously, was 


awakened by my beloved. But it has become awake 


now to suffer the torment of repentance.’ 


He further tells Vidusaka: 


No sooner was this mind became clear of the 
darkness which obstructed the remembrance of my 
love for the sage’s daughter, then O friend! the 
shaft of the mango blossom was fixed on his bow 


by the Lord of love who is about to strike.” 


He proceeds to say: 


Recollecting the condition of my beloved, 


distressed at my rejections, ] have become 


exceedingly helpless. - 
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Owing to her repudiation from here, she moved 
to follow her own kinsmen. But she was 
stopped by her father’s pupil. She then cast 
her eyes dimmed with flow of tears on me. That 


burns me like an envenomed shaft.” 


The king further tells Vidüsaka who shows the picture of 


Sakuntala to him: 


Through wakefulness, union with her is barred in a 
dream. Tears do not allow me to behold her even 


when presented in a picture. '° 


Such was the plight of Dusyanta when he was separated from 
Sakuntala. Later when Dusyanta sees Sakuntala in the 


hermitage of Marica he describes her plight thus: 


Here is Sakuntala™ Wearing a pair of dusty 
garments, with her face emaciated by (severe) 
vows, bearing a single braid of hair, and of pure 
character, undergoes the long vow of 


separation from me who was excessively 
ruthless to her. 


Sakuntala too observing the king who had turned pale through 


repentance becomes grief-stricken. She says that she has been 
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pitied by fate that has left its malice. The king addresses her by 
saying “Fortunately you stand before me, whose darkness in 
the form of delusion is dispelled by recollection. O lovely faced 
one! At the end of the eclipse Rohini has attained union with the 


moon.”*? 


“Beautiful-bodied one, let the grief of repudiation 
go away from your heart. Somehow there was a 
mighty infatuation in my mind then. For, such, for 
the most part, are the tendencies towards blessing 
of those in whom darkness is supreme. A blind 
man shakes off even a garland thrown on his head, 


fearing it to be a serpent.* 


So saying he falls at her feet. Then along with Sakuntala and 


Bharata, the son, Dusyanta falls at the feet of the Marica and 


submits before him that he has married Sakuntala through the 


Gandharva form of marriage, repudiated her through loss of 


memory, and thereby offended your kinsman, the revered Kanva. 


Later | came to know her as previously married by me, at the 


sight of the ring. Marica discloses the secret of the curse by 


Durvasa and consoles him that he has hot committed anything 


Wrong. Then with the blessings of Marica, Dusyanta returns to 


his capital along with Sakuntala and Bharata. 
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Kālidāsa has given a strikingly expressive and vivid 
account of the mental states and the bodily conditions of the 
lovers who are separated from each other owing to curse. The 
rati which each one has for the other develops itself into 
vipralambha-srngara that is relished by a responsive reader or 


the witness of the play. 


The Meghadüta depicts the vipralambha-srngara in an 


exceedingly fine manner. 


An Yaksa, a resident of Alaka, owing to the curse of 
his master, Kubera, has to live on earth by being separated 
from his beloved losing his divine powers. He resides in 
Ramagiri wherein, due to the grief caused by separation from 
his wife, he becomes emaciated and his wrists have become 
devoid of the golden bangles he wore earlier.” With tears held 
back with in the eyes, he requests the cloud to convey his 
message to his beloved.'® Owing to intense grief caused by 
separation from his beloved, he could not discriminate between 
an animate and inanimate object, and he desires to send the 
message to his wife — the message which should be conveyed 


by very shrewd people — through the cloud which is an 
inanimate object.** 
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The Yaksa says that in the city of Alaka he has to convey“ 
the message to his wife who will be counting the number of 
days by which the curse will come to an end, who is chaste, 
and who, under the hope of having re-union with him, will be 
sustaining her life." He then gives a detailed description of the 
route the cloud has to take to reach Alaka and also the 
identification of his home wherein he will find his wife of young 
womanhood with emaciated body, beautiful teeth, lips like bimba 
fruit, tremulous eyes like à frightened female deer, deep navel, 
slow gait because of the heaviness of hips, and slightly bent 
form owing to large bosom. She will look like the first and 


foremost creation among maidens by Brahma.'? 


She will be grief-stricken like a female Cakravaka 
bird separated from its mate. She is my life-principle 
existing outside; she will be reticent in speech; and 


her body would have lost its lustre owing to my 
separation.” 


Because of excessive weeping caused by my 


separation, her eyes would have become 
swollen; her lips, owin 


indicative of her grief an 


g to deep sigh which is 
d which is therefore hot, 


would have become pale; her face placed upon 
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her palms with locks falling at her forehead would 
not be clearly visible, like the moon when you draw 


near to it.” 


When you see her, she will be engaged in the 
worship of her chosen deity praying for my safe 
return; or owing to concentered thinking of me to 
the exclusion of everything else she could visualize 
my body to be ematiated and she will draw my 
picture as such; or, she will be asking the Sarika 
bird in the cage “Do you remember our lord? Are 


you not his favourite?”?' 


She will be wearing a dusty garment placing the 
vina on her lap. She will attempt at playing on the 
vina a song relating to me composed by her and 
set to music. But because of my thoughts she will 
shed tears which will moisten the strings; and in 
her attempt at wiping offthe moisture, she will forget 


the duly regulated rise and fall of sounds. 


She may be placing flowers atthe doorsteps of the 
house. With a view to count the number of months 
to be spent over in separation; or, she may be 


thinking of my union with her prior to separation. 
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Generally chaste women while away the time in 
these ways, when they are separated from their 


husbands.* 


My wife, ¡.e., your friend will not be afflicted during 
day time to such an extent as she will be afflicted 
during night time. She will be lying sleepless on a 
bare floor. Look at her through the windows in order 


to gratify her with my message.” 


She will be emaciated owing to intense mental 
afflictions caused by separation; she will be lying 
on one side; she will be like a crescent moon; she 
will spend the night hours by shedding tears which 
will be hot owing to grief — the night hours which 


passed like a moment when J was with her.” 


She will be longing to have union with me at least 
in dream. With this end in view she will try to go in 


for sleep. But the tears will never allow her to 


sleep.” 


She will not be wearing ornaments; she would have 
placed her body on the couch. Her plight will move 


you to tears.” 
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To sum up 


The predicament with which the separated lovers find 
themselves confronted, and the unhappy, trying or unfortunate 
position in which they are placed are delineated by Kalidasa in 
two of his works, Abhijfanasakuntala and Meghadüta with 


special stress on separation caused by curse. 
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CONCLUSION 


The tears of lovers flow freely through all the world’s poetry. 
The quick and brilliant mind of Indian poets is fully aware of the 
fact that a kavya must contain a mixture of feeling and thought. 
Yet, in the kavyas that deal with the separation of the lover from 
the beloved- the separation caused by various factors to which 
we have alluded to in the previous chapters, it is now well-es- 
tablished that it is the feeling that comes before thought. This 
feeling known as vipralambha-rati develops itself into the form 


vipralambha-srngara-rasa. 


In the preceding chapters, we have discussed the na- 


ture and divisions of vioralambha-srngara in all its aspects by 


citing relevant examples from the works of great poets. In this 


chapter we shall give a summary account of the discussions 


Carried out so far. 


-Srngara into five 


as based upon abhilasa, viraha, irsya, pravasa and Sapa. Of 


mbha- éngara based upon abhilasa is love or 


Mammata has classified vipralambha 


these, the vipralan 


rati which exists between a nayaka and nayika who are not 


united yet, or who are separated after being united, who have a 
Se) 
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longing for union with one another and which when nourished 
by appropriate vibhava, anubhava, and vyabhicari-bhava de- 
velops into rasa, ViZ., vipralambha-$rngàra. The nayaka and the 
nayika would be longing for union with each other by hearing 
about the other or by seeing the other but could not, however, 
attain union. One may come to have a perceptual cognition of 
the other either by a magical feat, or in dream, or in a picture. 
In certain cases, the nayaka or the nayika may nurse the feel- 
ing of love for the other on hearing the qualities of the other 
through a messenger. Love of Damayanti for Nala has arisen 
on hearing the qualities of the latter through the messenger, 
the swan. Simhabhüpala in his Rasarnava-sudhakara, 
Vi$vanatha in his Sahitya-darpana, and Bhanudatta in his 
Rasatarangini designate this type of vipralambha-Srngara as 
pürva-rága-vipralambha and point out that it is characterized 
by 10 conditions, viz., abhilasa, cinta, smrti, gunakathana, 
udvega, pralapa, unmada, vyadhi, jadata, and mrti. Of these, 
abhilasa is passionate longing to have union with one anothef- 
Cinta is pondering over the process of meeting and attaining 
the nayaka or the nayika. Smrti is the continual remembrance 
of the amorous actions of the nayaka or the nayika: 
Gunakathana is recounting the qualities of the nayaka or the 


nayika. Udvega is turning away from the objects of the world in 
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disgust and it is caused by intense attachment towards one’s 
beloved. Pralapa is utterance of statements relating to one’s 
beloved followed by aimless wandering and having far-away 
looks. Unmada is the disordered state of mind resulting in mis- 
taking a thing for something else. It is caused by thinking of the 
beloved at all times owing to separation from his or her. Vyadhi 
is the agonizing pain of mind and abnormal thinness of body 
associated with deep sigh and aversion to life owing to separa- 
tion from the beloved. Jadata is the state of mind governed by 
which one will not respond to any question and with neither 
look at si listen to. Mrti is not actual by death but only an 
intense desire to pass away on the part of the nayaka, or the 
nayika if she or he does not succeed in his or her attempts to 
have union with the other. This type of abhilasa-vipralambha or 
prathamanuraga-vipralambha-$rrigara noticed in the cases of 
anayika or nayaka or both evokes the feeling of rati mixed with 
pain and anguish in the mind of a responsive reader or a spec- 
tator and remains developed into the form of rasa. The superb 
portrayal of this type of $rngara-rasa in the dramas, Malati- 


madhava. and Abhijiana-$akuntala enhance their value and 
2 H 
hence they are ranked as the best specimens of Uttamottama- 


kavya. 
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The second kind of vipralambha-$rngara is rooted in jeal- 
ousy (irsya). The latter, on the part of a nayika means intoler- 
ance, of a rival for the possession of a nayaka, whom she re- 
gards as peculiarly her own and on the winning of whom she 
has set her heart. A nayika becomes intolerant when she comes 
to know the infidelity of her beloved through her female friends. 
Or, she may infer when he talks about another woman in sleep 
calls her by the name of another woman, and bears the marks 
in his body due to enjoyment with another woman. Or, she might 
have directly seen her lover in the company of another woman. 

Noticing the infidelity of her lover, the nayika would remain 
mentally separated from him out of anger caused by intoler- 
ance. She may not react violently because she is afraid that if 
she does so then there is every possibility of her lover becom- 
ing more indifferent towards her. There are certain types of 
nayikas who, having come to know the clandestine activity of 
their lovers, insult them by words and actions, and later on re- 
pent for their behaviour. The repentance is due to their deep 
love or rati towards their lovers and the initial rude behaviour is 
due to /rsyà or intolerance that they have béen unfaithful. They 
remain separated from them with deep and painful mental dis- 
tress. But it must be noted that they are governed by intense 


love or rati for their respective nayikas. The painful feeing of 
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separation on the part of he nayika from the nayaka is caused 
by anger due to intolerance of the nayakas romantic relation- 
ship with a rival mistress. The separation is based upon dis- 
trust, suspicion, enviousness and anger. But there is the feel- 
ing of love or rati and so this separation does not endure for 


long as the nayika could easily be pacified by her lover. 


This type of vioralambha-Srngara is portrayed in the dra- 
mas, Malavikagnimitra and Ratnàvali. The responsive reader 
or spectator would experience this type of vipralambha-$rngara- 


rasa based upon /rsyà from these dramas. 


The next one is viraha-hetuka-vipralambha. This may 
appear to be the same as abhilasa-hetuka-vipralambha. But 
there is a subtle difference between the two. Abhilasa means 


passionate longing on the part of the nayaka and the nayika 


who remain at different places to have union with each other. 


Viraha, on the other hand, is separation that is purely mental in 
> 


nature. The nayaka and the nayika may remain in one and the 


same place. But either of the two may not have love for the 


other. In case both are attached to each other, yet owing to 


bad luck or shyness resulting from the presence of elderly people 


there is no union between the two. And this kind of separation 


is known as viraha. The rati present in each one for the other 
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will develop into the form of vipralambha-srngara-rasa. This type 
of viraha-vipralambha-Srngara is delineated in an exceedingly 
delectable manner by Bhavabhüti in his drama, Malatimadhava. 
Herein, Malati, the heroine bears separation from her lover, 
Madhava by exercising absolute modesty in order to keep up 
the fair name of her family, although she has rati or passionate 
longing to have union with Madhava. This is a clear case of 
viraha-hetuka-vipralambha as distinct from other types of 
vipralambha caused by abhilasa, etc. The principle that under- 
lines this type of vipralambha is that it results from separation 
between the nayaka and nayika the union of whom is checked 


by bashfulness, or anxiety to keep the fair name of one’s family, 
or the presence of elders. 


The subsequent one is pravasa-hetuka-vipralambha. In 
the case of a nayaka and nayika, who were in close union, if 
separation is caused between the two by a journey undertaken 
by the nàyaka, then it is an instance of pravasa-hetuka- 
vipralambha. Pravasa, according to Simhabhüpala, consists in 
holding back the union of a nayika and nayaka, who were al- 
ready united by Stationing the nayaka in'a different place. The 
separation caused by pravasa too is termed so. This type of 
vipralambha-érrigara has relevance to the prositabhartrka type 
of nayika. She is one who is in sore trouble or in pain of mind or 
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body owing to separation from her beloved who has gone to a 
far-away place. She may not express her sadness; her speech 
will be indistinct and the amount of grief she bears, 
Simhabhupala, says, only the God of Love knows. Bhanudatta 
is of the view that this type of vipralambha has a bearing upon 
one more type of nayika known as prositabhartrka. She is the 
one who is afflicted when she comes to know that her beloved 
is about to leave for a distant place. She may or may not give 
full expression to her sadness. In the Abhijnana-sakuntala, sepa- 
ration between type Sakuntala and Dusyanta was caused ini- 
tially by Dusyanta leaving for his capital from the hermitage of 
Kanva after taking Sakuntala as his wife by the Gandharva 
form of marriage. Sakuntala being separated from her beloved 
was intensely grief-stricken and was thinking of him alone to 


the exclusion of every thing else. As her friend Anasüya puts it: 


“She is not present with her mind.” She did not take cogni- 


zance of the arrival of easily irritable sage Durvasa, who cursed 


her thus: 
Thinking of upon with mind not concentered on 


anything else, you do not take notice of my pres- 


ence nearby. He will not remember you, just as a 


drunken man will not remenber the words he ut- 


tered. 
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The separation resulting from pravasa of Dusyanta from the 
hermitage Kanva to his capital has ended in Durvasa hurling a 
curse upon Sakuntalá. The separation that resulted from this 
curse is áapa-hetuka-vipralambha. Anandavardhana in. his 
Dhvanyaloka gives an admirable illustration regarding the 


vipralambha-rati related to pravasa: 


The nayaka was about to leave for a far-away place. 
The nayika bent her head out shyness in the pres- 
ence of elders, controlled her anguish and never 
said “stop.” She only looked at the nayaka with 


significant side glances full of tears.” 


The $apa-hetuka-vipralambha is the feeling of pain caused by 
separation by a curse or a solemn appeal of a sage to a super- 
natural power to inflict harm of the form “let there be no union 
between two lovers.” The two or one of the two may suffer 
Separation from the other as a result of such a curse. The poi- 
gnant mental states that arise out of Separation are unbear- 
able. And separation between a nayaka and nayika due to 
curse does not imply that the two shall remain in different places. 
They may stay in one and the same place without any chance 
of having union. The case of Pandu and Madri in the 
Mahabharata is an instance of this. They may also remain in 
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different places as in the case of Yaksa and his beloved, 
Dusyanta and Sakuntala, and Vikrama and Urvaéi. The pre- 
dicament with which the separated lovers find themselves con- 
fronted, and the unhappy, trying and unfortunate position in 
which they are placed are delineated by Kalidasa in his 
Meghasandeéga, Vikramorvaéiya and Abhijnanagakuntala with 


special stress on separation caused by curse. 


It is the inevitable part of life that the nayaka and nayika 
have to endure long periods of separation owing to varied 
causes. But if the passionate longing to have union with each 
other endures, then vipralambha-rati is present and the read- 
ing or witnessing of the account of such separated lovers in a 
poem o; a:drama would give rise to aesthetic delight which is 


known as vipralambha-srngara. Vi$vanatha in his 


Sahityadarpana states: “The union between the nayaka and 


nayika would give rise to ecstatic joy or felicity only when there 


is prior separation. It is only when a garment is reddened first, it 


would acquire dense redness further.” It redounds to the credit 


of the poets of our land in depicting this type of érngara in their 
s to experience the rasa; i.e. 
he soul thus providing us 


re of the soul, which 


literary masterpieces enabling u 
the bliss aspect of the true nature of t 


with a conjectural insight into the true natu 
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ee = 
is described in the Upanisads as bliss, pure and simple. By 
describing emotional situations in life, the great poets, lead us 
to the edge of the infinite and let us for moments gaze into that. 
The responsive reader or a spectator first becomes attuned to 
the emotional situation portrayed in a poem or a drama, and is 
then absorbed in its portrayal. This BSO to results in the 
aesthetic rapture of Rasa (rasanubhava or paranirvrti). In this 
respect, the contribution of the great poets to the culture of our 
land is abiding and monumental. A Poet, in the language of 
Shelley, is a nightingale, who sits in darkness and sings to cheer 
its own solititude with sweet sounds; his auditors are as men 
entranced by the melody of an unseen musician, who feel that ` 


they are moved and softened, yet know not whence oi why. 
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iRSYA-HETUKA-VIPRALAMBHAH 


Sepe Tora eer To ATAU TATA: AM, p.143. 
Armada: RARA l 
SO <ë stara FEE 1 

TAME MARA: | 

PUTA CE: MAA SPRITE: 11 Rasámoda, p.144. 
aa APA: HM: Ta Vaasa asada aA, AM,p.147. 
ares Radai Yer, ibid,p.25. 

ARE FHS HATO IS YN 

=< AR aaa cat ara RUE: 1 
era, quen SET qi 
AE QRO R IVAR | ibid, p.28. 

ae: Fay oran AN EA! 
E MANT: wrfürar fied tt ibid,p.148. 

wet gam vert fafqafsratfu 

IS PA Aad Seta TA d 

SAME ATA TT var 

a: und RR sud BUT ibid, p.138. 
AR 

«hi a Prefer steqfq da Fefsrq 1 
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Wester Jet ORAS 
aa Mara FRA | ibid, p.149. 

9 — aaa ula cad aaa av iaa sell + 


amafeRía feat | Parimala, p.150. 

10 A RA RIOS: 
wai paga aaa, 1 
vai dedi a Haat freremretesit 
TIS OFA PLAST! AM, p.151. 

uma qarqa Ran HERAT | lbid, p.154. 

12 arar vagos Wi 
qaa Haki ora emana wand ía | 
Rasamoda,p.155. 

I3 gree. Spy aaa ARAS: AM,p.154. 

a ía A 
ao aa sefa RA MA YA: 1lbid.,p-185. 

I5. a far + Ga: whe seri eni A est! 
fa ro waist! lbid. p.197. 

l6 a fa refor feri: cred < | 
sd ener qur cast fend A faf ARET: L Ibid. p.198. 

17 Rana tarada SATE fasti, Ibid. p.169. 

18 fa: sedi: amare: PA AA 
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Sareea Tat Aes Sae TTT 
ara fé forg aaa ut aa oT a forest ay: 11 Ibid.,p.61. 
30 = ofa from: pa El 
RYH Be eyed PATAN || AM,p.122. 
31 ARRE VET A: | WF KA: TE: | Ibid.,p.129. 
32 STRAT OY: | HECTTAA ALAA: | LARA YB: | STATA 
TAMA: | Ibid. | 
33 IRE SRA eq: - 
SUR ARA ARA Ha 
ara asita quita Mas 
AH: Ra da aa fast: 11 lbid. 
34 — ARRE AA HEM, Ibid., 
35 RRE A - 
"reso wa Wal ae + AR | 
WS -ATS-TER- AA BRA lbid. p.131... 
36 RUMI TEA Te: | lbid. p.129. 
37 


¿Rae Freez essit 
OTS PHT ATM: | ` 


GER: FITS STR: TAT: Maa 11 
Ibid.,p.,132. 
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q spat Afr Ra | 
¿mars Aaa AA Za 11AS,p.264. 

asa weq- Héq- Aa En, Ibid., 

am dq ala eds, der q ər=rafsf senti aa 
wm, TxA: ga: Ibid., See also: DA,p.432. 


Jar afa qa HAA cra 
añ ya Mage fasten: mama: 11 Ibid., See also 
DR,p.434. 


Sask Sof atid aa: “Hea Serm eT 
aA, Ibid., 

ARA Seen: HAAA, Ibid., 

A A oa ufi AUA + h NEPR: 

YA youre qe + Fš SOT | 

aa urea gd pi fa: teme YAI 

«ra ERA rac: TERT AAT | Ibid.; See also 


Sata eremi, lbid., See also DR,p.434. 
AMARA Wu Ala ASAT: | 
qa vest q Ra Te meram 1 1 


Ibid.,pp.265-266. See also DR, p.434. 
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tau Afaa fare: ARRAY us qu | 
vagara: splufiTqaeq: frat: 11 RV,19.22; 
RS.p.266. Ibid. ,p.266. See RV, 19.22. See also; DR,p.433. 
750 amarras aña faia fen 

verit IRAN AA, sme ener REA | 

sere PRATT AMS fenfit ma 

Haa YA fret AURA | | AS, p.266. 

See also DR,p.432. 
39 ge: vend wq aaah, Ibid. 
30 — dere vri alfa Gerard aa: | 
TRT AS SAA AQAA: |! Ibid. p.269, 
STT-TGTHRT US ST: AAA Take repr | 
YA aa A AS MMS ia. 
^ — RARA PR rem: 

weiterer: RARA: =a. Ibid. 
See also, DR, pp.435-36. 

33 — genet: swesmmu d sen, Ibid. 
MAA qa: 
a MA ate IATA: | 
vaa faranat etait Ar q 
Fara AOS: AER 11 Ibid. 
See also DR,p.436. 
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5 ara quoi Hari RR, Ibid. 
56 genfa RA- 
ara a: ao AAA 
AAA TA UA TR: 


wre Herta ASIA <q: 11 lbid., p.270,See also, DA,p.437. 


37 aan RP waa Mama areae AEH 


Aaa afa sra paga Fnjmi erre i 


Ibid.; See also, DF. p.437. 

Sk — quit fof amm, 11 Ibid. 

59 — URREA RT RMS ACTA: | 
RRA 11 lbid. 

60 —— amer aret HOTA vare Grae t 
archon ga da der fred 11 
ager WA gd ars we Ibid. 

O Traer fred vean ÍA: 
ues Rear ue, Jani ues 11 lbid. mu See; 
DR,p.438. 

2 arma baaa Serene Maa 
ARA AA! Ibid. 

aaa ya an 11 Ibid. 

GUS 
iaa aa AA feat: 1 
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qu paar sect erd fen qe A 
are era a aera Tae st 11 lbid. 
65 RA aaa «ni + qeq 
pase Ad Gara KITU | 
qA iseia AAN a areata Ter 
mae arp aaa a afar Bra 11 A, Act ll, Verse 20. 
66 aaa qa ext Teg sd 
| wami TAA TS sm OTST | 
| serasi MEA ATA M- 
Ayer aamua MANA 11 lbid., Act ill, Verse 22. 
fe qaraq ve + eft Aaa fau + fu 
JA THAT Hod AAA fq 2 
y Ta werd ewe ARA: 
| «d. CARL STFA sie quem FATAL 11 bid, Act Il, 
Verse 13. 
OS REA DOTT Meas afte | = qu: 
AMPARA: wena STH Sent 11 lbid., Act itt 
suara safe agen - fat emen wate edle Ibid. 
agi a zrərqa Aa AM, SMTA erf neni 
Ibid. 
7 fa ud aras fer AAA USt famn - 
emerat FACT S STE SAT: a fp 


67 


69 
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| ARMA q Testers ed sl, ale q£ Hoo fa 
am! Ilbid.,Act Ill, 14. 

72 af, pe MARA! Ua ad ene SRA TOT Seat AAA 
Garama MSH, | Ibid. 

73 aà aAa: Ge AM, MA, Act.lll. 

74 gami ort stia + eret Fear ayia | 
wmmhgda qe RARA: 11 lbid., Act ill, 19. 

75 yaqa ads: pgi wat um, ard ai elt A 
| Ibid. 

| 76 RR ARA | AAT cd fra sa 
arre” faaited: Ibid. 

7 amarra R À À a RAT: Ibid. 
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CHAPTER 5 


VIRAHA-HETUKA-VIPRALAMBHAH 


RRE VeRTITHETH SORA: STRATA ET aT TAT: 
RRR q ÈT: | fared RAN CARA 
SRT! SER BMT aT Wn ere HSMM aA 
amit, Balabodhini.p.102.KP. 


N 


SRST TRA: AS: | MM, 16.p.43. 
3 gaye: wae west 
VET VET Maa STETIT | 
| METH Falta vetet meet 

"Iq MESO Ra: BF: AAT | | ibid. eee. 
x 4 TAA, YATE, MKAMBA 
x safaris a aa, Peas ear | 
wala Yad sua, feet wr stat 
ASA Ft Ae: ART Y fimt ibid. p.55. 
| 5 añ qa sat arem s: s ey aa 
| es fafsreq fad aami ere pfe ua || 
| Ibid., pp. 56-57. 
6 — auem | 
A, eer ed a, 
ibid.,p.58. 
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15 


SEU IE ZEE FUSE a ES e PES LEES Er aay aT | 

«ur. YA Haz AA ASAT Su: | | 
ibid.,p.64. 

HERA HEMT AAA AT THT, 
STS AAA | ibid.,p.65. 

aaron wate: eor aka: FEparg | 
operate fai kaua AR DRR: 
Sul: | libid.,p.64. 

mora Sis afta m aa Amadi TET: | 
arra aio adierit qaas TAT: 

Te: | libid. p.70. 
Sara ria effert 
a ieee ferme refi 
ibit. pp. 73-74. 

ura fedora ere më frat sa EH 

meter: libid.,p.78. 

daa ma aR aquai qt + 
TATA 

s ma Fare: fq arent emi A 
sped ibid.,p.79. 

aña yai avatar, Haa ates 
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da waa yes fase warner 
HAMA 

s mara aah ar Sate ot PE WAA 
Fame «1 ibid. p.80. 

AAA req HATE: Ha MIKA mata libid..,p.86. 
MA TAS AAT: ARRANA: WHR: KAA nit 
qa a) 

Ay Jaka aa oth ora mA veu, Y Ud 
qea: 11 ibid., p.93. 


RENE Sagas WAA KA OR AAA 
ibid.,p.99. 


manta a serere secre: RA oi Mead site: | 
ra ferrari RA semen s nt a 
ibid., p.102. 

ame RARA AF SAP, Sq Weel mareo zT 
WEA | ibid. p.114. 

menm Teal rg MA er onere vet unta 
GALT ATTN ST pU RT ferr: qr wai + waa, 
AGA A game Wed ibid. ,p.115. 

ueq SE Ter AITO: AAA 
SEAR AA TAN qa Mir ibid.,p.113 
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SAAT GARA gh ibid.,p.115. 
230 faafia ataki yani Aja safer Fa: ora 
EXE 
waa erg ws s< TRG sn Sq Wim wies we +T 
"HIT + ad | ibid. p.115. 
i MM E 
apres maca YA armenia | ibid.,p. 115. 
25 — sae mp ud MESAS: YE 
«eq Hea: fa ar ya: ROT famen: | 
qu q fud: Ata: dí: AA AAC AAT 
panied « ard sat + fa ibid..p.121. 
26 — Fr sma Sese 
Hama afa: WAA sa AR 
firi a: eat waa, FA: nre I! ibid.,p.125. 
mia AA 
aimara! ibid.,p.125. 
28 fura a firmant t ibid. p. 120. 
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NR — 
ESEON uE LEAC e | 
TART: APRA: NAA 
TUS Yo YA AAM Y 11 ibid.,p.126. 
Kwaraa: SARIS: A: Pla: su Hp: RITA: 
frega: ai ad ad: apu qa eti 
qu aaa fae t AS, 5. 
5 — — etic aa 3. 
alsa 
ats UN INEA: e mia 
SPUTERTTAS: 11 ibid.,p.57. 
ahead Tera y fr fa 
wd amaia: diri qq: valen: | 
aa a: RASO A AT AR: wi aaa 
Ka wa Ad qd ferm sar t ibid. p.78, 
SAA ATA HI BY PM ACT Teh qaq, 
À Ai ds Amada Seer Hrs fae: yap: | 
SIMA Hea [ASISTE 
TT qa aa ft HRT KP iV.a3. 
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PRAVASA-HETUKA-VIPRALAMBHAH 


YAUA: qa: q RATA: | 
AMARA qu Waa sii: 11 AS, p.271. 
aga faros mara HTA: | Ibid., 
adri ma aa GAT: | 
BARAT: Kash wara-eafiranfurr: 11 Ibid., 


ACA Wafiq AAA AA | AM, p. 134. 


qu chit aera anta il mt 

gard: wad A q+: SI +T aT OI 
aos MAS SM r + TET 
grant wed qa a Fata: 11 Ibid., 
sms Hqs:, dod AT 

zwa da SITTI xq Waa | 

menfi wafa d afa f FRA 11 Ibid. p.198. 
qa TETRA sap CATE: 

serait ara waa ed qa: feeder 

ara qa: fanfa weit aq aT Ah 

sj akee ard figo warf tt Ibid. p. 139. 
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8 rper feats sreafa Mtata 
ARA | 
anfa: YA MAA AI 

HAHAHA | Ibid.,p.218. 
° i fra aea haid + AA- 

ARMA al AAA: OAR TEN I 

ATOM WAGE: R q 

Teel fH su WAIST 11 Ibid.,p.219. 
10 ffr went facete mtsent Ara: | Rasámoda, p.220 
lI ari Fala quart cent fata: 

He así: agua YA wed A | 

ara YA a AOS FAR  llbid.,p.220. 
2 AAA IAA | 

TAR WIR ARIAT AA TR | | AV, 6-23. 

RS,p.272. 
B qq fated exuere fira "erat 
epi a d enses BR mea: | 
pia A a: Uist Te Eds 11 RS p.272_ 
arated (ayer: WAT: HUA | 
TAMAA YA ACT UT: 11 lbid. 
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IS Rea aam maana se + a Hata 
maafa ka AE t: 
at eq faguigats fa aa A erm: queant 
Ol URI aat: ardía esu fav: 11 VV, 4.2.88 


p.273. 
ama aii Real qa ya, Ramayana, Sundara- 
kanda, 15,19 
Mi suit dei ares a Sa 
ear sai fred GRUTA, 11 Ibid., 15.23. 
18 amaai orav fert RA 11 Ibid., 15.38. 
19 arar Fam a: aT AA < area fefe | 
Ja sà < < quien Hecate StaR L Ibid.,15.52. 
20 Aa dena AREA HCA RTT 
masia TA AGIA ATT LA Ibid. 36,42. 
| 21 fet vent wm: faei MPA 
| afta ffs q q PATA: ĮI Ibid., 36,43. 
22 gag wed wm gAs RI: 
déc adi ae Tg 11 Ibid.,36,44. * 
2 zg po a qo ai aa AAL GARA 
a ficii aL ATH, APTA 11 Ibid.,36,45. 
^ ara TA TTC 
Haaa: mi; taa ats 11 UR, 1.47. 
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ai mari fren q + Ped 
aefa fame: mA We + A UAL 
FIA HAAS: eu + ASAT, 
yaa aa + Haat sif Ibid. 111.31. 
26 amaia: WA Ves PH qa 
¿ua FA YA AAA ARA | 
nRa er rar: aa H- 
faust amr orem. weg Sud I I Ibid. 111.32. 
2700 cse wed We Wm MISMO | 
uf sie H wed Buren TTI Ibid., 1V. 18, 
28 Hua AAA 
ated Aiea + ART d 
IE 
sper a: WaT HAI | Ab.S,V,1. 
2 yecfatdl Weal asa: ads sar 
fa weno aa aña a aña UE | 
A A A: ASTUR]: 11 AS, 13, 
30. ye awa: Hel fma: NÀ: STD AG 
gara rad ata fait TA | 
arg Fica Kada wa: HA ufi 
ds | big 34. 
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ara: erento: TTA: Majuma: MÀ- 

TÀ: e farai oon: nol seen | 

a zt mre ufu Wer Wee d 
alarmar mar ca fria: MARE! Ibid.,52. 
at ar met rra faf a: | 

FA TTT TTT Wa: MA: 11 Ibid.,53. 
aaa aga Met Tae | 

amet sifa R: ALIE dad 

AREA ARO: won ers «dt HAI Ibid. 46. 
quía rai AAA diu EST 

“erate afa crea" aa | 

xm uet aa RA 

segre a aa arat AJAT: 11 lbid. 49. 

ar: fi a ña ER qafarq ct Apt 
Arai faci paa arcta ward ufi 

za ui hea ATARI RTT sfera: | | lbid. 11. 
sneer ae, (Aa a favor 

faro Ta Ste: ar ara RÍA i 
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$ Aa Ye Wht We Vana aT 

AT Tq amma sia amara YAA | Ibid.,91. 
7 ajaa a Ramada am: 

AAA A A RA seat AA | 

IAEA: MAA UA EM 

«mmi rara A arar! Ibid. 92. 
WS Arama aaa SIA reni 
SRRICBUSA PAH RMA: ATA ATE | 
(E fetta + Tat AACS SITST 

ao AA: 1 1DA,IIl.p.132. 
+ fat frees weh: YETA 


39 


HAA fe Teel ara IM fret 11 SD, lll.p.269. 
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CHAPTER 7 
SAPA-HETUKA-VIPRALAMBHAH 


qa: "ure cis wer Aaa maq” qa 
Rayak: | aqra wakaa 

TUSHAR... Sera eH ATM AAA | 
Balabodhini,p. 102. 

Ya aa aa 1 fos aan a frau 
fd 11 Ab.S,IV.p.76. 

fe 4 ag Mate aa ii aras! 
Ibid, V.p. 103. i 

qen cher mia Fara an a ata aq ais 
FT: | 

“aaa | Ibid, V.2.p.103. 

quad arta efg e AART 

qui za A ARA + ay oe si ta AA emp 
Ibid., V. 19. p.114. 

qe BE uem qu fata: 3 Weré deni 
qafa: famae SAR (er AT: | 

femi zaka go: ACT 

TEE Caled: dal Haka Astrea 1 Ibid.,VI.5.p.137. 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


204 Notes on chapters 


qe rcge aa AAA BAA | 
TRA ar GTA fas Ibid. ,VI.7.p. 139. 
8 RRA TH a AA HT TA: | 
KATAJA YA veer wae JARRY HARTA: 11 Ibid. VI.8.p.141. 
Rerar kega: aa TORTA TEA 
YE IRA aaa 
fa a aa aa Wes <efq APL Ibid. VI.9.p. 144. 
TT AMA: AR FAN HAM: | 
TRA ust xE RATA 11 Ibid. VI.22.p.156. 
aR cet aa fan yina 
Sao ara HA rd Feats 1 | 
Ibid.,VII.2 1.p.185. 
Lara fur wp feria a 
SRTA UA: ATTA Wet ATA lbid. VII.22.p. 186. 
ey EH AAA d 


10 


STAT RRAN: fiet PATA SHAT | | Ibid., Vil.24.p.187. 
Ho Kaa aiatagsentangen: « mit 


Al art PAPAS AE: MS, Piryamegha 2. 
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TA UA AAA qz: qee: 
AMAR URI dt 11 lbid. 3. 
qafa: Booted WEAK: AE: 

PAM: BH Wes: ST: MAR: 
ARAU Tera qum 

prar fe a pur: semet 11 lbid., 5. 

at aari faerat TRA ARPA 
Ol 

Ya; mfa mfa wed fama” wuts 11 lbid., 9. 
erdt zara RRA aria 

qe amr arto ATA | 
UTA AA AAA 

qa ana qaia fai vena rg: 11 Ibid. Uttaramegha, 22. 
ai ater: Rai Afad 3 facta 
AER AAA 

sat 3t farra a IS ART Ibid, 17. 
qi aem: mada WAR: 
Aaa farai 

sara arca estet 

gt $c AUREA: fafai bid., 18. 
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21 AU SEE! 
Ar agag am aaa feat | 
yum A ALAA meni TATA 
sur Tate wach e fe ser MARI! Ibid. 19. 
2 aza naa ater Aa ator 
Aa RRA ARG AT | 
Aa mao: ARIAT Pa 
YA Tq: AAA Hai gai fer 11 bid. 20. 
LIE laaa 
taa wfs UA Ra: | 
da ar Rama 
WAT YA ey Sarai FANT: 11 bid. 21. 
> ARRE qe da 
WSh Wal Toys Msi wat a 1 
AR: gafa WA ret Free 
AAAS APT MATA: 11 lbid. 22. 
2S asa favevrrt oa 
as agia *poyraragslsi feutzit: | 
+a Ua: SU Sa HA AAA: aT 
ao: cara ti lbid. 23. 
26 — eg: energia venen did frr 
STIR TAMA SESTATRM | big, oc. 
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27 At SRR RTT dere URI 
TAE fetta q:388:8 TA 


MA: YA Walt PORRA | Ilbid.,33. 
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